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ABSTRACT 
Forster's novels are his visions, his created world. 
He brings to them a voice affirming his basic moral and ethical 
convictions. It is a voice ever decisive and commanding that 
puts in place a vision, a narrative structure, a system of 
interrelations which is complete in itself. The present study is 
an exploratory probe into the novels of E. M. Forster. Over the 
years, critics have successfully searched for thematic and 
symbolic insights into them. The purpose of this study extends 
beyond what has already been stated. It concentrates upon the 
aspect of Interdependence of themes and symbols in order to 
trace the Interpenetrativeness between the thematic strands and 
symbolic patterns. The aim was to focus upon interdependence 
as an artistic mode of meaningful communication of the 
novelist's vision of life. 
The attempt to Identify the dominant themes and 
classify the chief symbols was simply to provide a frame and 
never to infer that the author had worked out such a scheme. In 
this process of thematic analysis, several themes major and 
minor, subordinate and associative emerged as being central 
to Forster's fictional writing. Cognizance had to be given to 
certain suggestive themes, that were left undeveloped In the 
interest of artistic integrity. Each novel proves to be a worthy 
successor of the previous one, recapitulating the thematic 
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premise of the earlier novels as well as extending the 
perceptions embodied therein. 
The symbols when probed and examined reveal a 
correspondence with the themes. They appear to grow out of 
them and vice versa. The structure of the novels seems to be 
controlled by this strategic deployment. Forster handpicked 
conventional symbols from everyday life to ensure their 
acceptability in the reader's sense of daily existence. The aim 
is clarity not obscurity. However, in the course of the narrative 
structure, they become endowed with special connotations. 
Thematic expediency requires a certain class of symbols and 
for this purpose Forster generates new meanings. 
In order to elaborate, expand and evaluate the various 
thematic concerns, it was found after the analysis of the novels 
that the following different forms of symbolism are employed: 
i) Symbolism woven into the language texture. 
ii) Objects, places, situations and characters used as 
symbols. 
iii) Myths, dreams and rituals as symbols. 
It becomes plain therefore that this bas led to the treatment of 
images, myths, rituals and language leitmotifs as symbols 
because of their acquired symbolic dimensions. 
The study comprises of eight chapters. Chapter I 
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introduces the reader to the social and cultural milieu of E.M. 
Forster's times. It includes the formative influences and relevant 
biographical details which served as recurrent and abiding 
forces in his novels. The objective was to place the novelist 
and hjs novels in their appropriate cultural, literary and social 
context particularly the climate of thought in which Forster grew 
and developed his power as a writer. Though these abilities 
are innate, yet they do respond to outside Influences. The 
introduction also highlights some of the basic tenets of Forster's 
literary and philosophical preferences and outlines a brief 
survey of existing and available scholarship on him. The six 
chapters that follow are each a detailed analysis of a separate 
novel. They are substantive studies related to the reading of 
the individual novels with reference to the interdependence of 
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themes and symbols. 
Chapter II deals with Forster's first novel Where Angels 
Fear to Tread. In it the principal theme of self-perception, 
self-awakening and cognizance of the self is highlighted through 
the use of a place as a central metaphor which in this case is a 
country (Italy). Characters become subsidiary to it and there 
are some who get aligned to its symbolic significance. They 
become extensions of the central motif. The Forsterian purpose 
Is to employ all these symbols to enable the protagonists gain 
their awareness within the thematic framework of the symbol. 
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Nature as one of the most prominent symbols (in this novel as 
well as others) Is linked occasionally to characters and at other 
times forms a backdrop for all actions and themes. 
Chapter III critically appraises The Longest Journey 
and moves along familiar lines with a shifting of focus from 
place to character. The epicentre of the novel lies in the person 
of Rickie Elliot, the locale becoming subsidiary to the 
protagonist's thematic quest for self-knowledge, as he 
progresses from experience to experience into a final 
realization. All major symbols and associative themes 
interacting with each other, highlight the central concern of the 
novel. 
A Room with a View which forms the body of the 
next chapter, differs from Forster's earlier ventures in certain 
respects. Though yet again the novelist places his plot with all 
its supporting props within a regional framework, the central 
thematic conflict is internalized In the person of the heroine. 
Confronted with the dilemma of a choice, she oscillates 
between the two subjects offered by her creator. Her decision 
gets accompanied with the need to know and recognize her 
inner self. Preoccupied with this single thematic strand, Forster 
weaves subordinate themes, multiple symbols and leitmotifs 
to penetrate into the narrative fabric and to mould it into the 
conclusion that the novel demanded. 
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Chapter V analyses Howards End. In this novel, 
Forster experiments with a new mode of experience. The 
earlier forays into the individual psyche concluded in 
perception and knowledge - an awareness in being. The present 
novel not only heightens the earlier efforts but also opens newer 
avenues In individual understanding. Howards End 
progresses into the land of the spirit and spiritual awareness. 
The prominent symbol for the transcendental experience 
becomes a house. While in previous novels the author chose a 
wider canvas, in the instant novel, he endows figurative and 
symbolic depth to a single place, a unit where all movements 
end. 
In A Passage to India, the Howards End motif 
gets enlarged to embrace a larger landscape of limitless 
possibilities. The cultural and religious diversity lends 
ambience to the ethos of the land. Against the elusive ethnic 
nature of the land which serves as a backdrop, Forster tries to 
tutor his protagonists into a true understanding of themselves 
as well as the meaning and spirit of India. With this central 
thematic symbol, the novelist Interrelates a web of experiences. 
Subsequent themes and all other related symbols converge 
onto the nerve centre, which in this case is India. Chapter VI 
analyses this very popular Forsterlan novel. 
Chapter VII deals with Maurice. Forster's post-
humous novel, in which the dominant theme is a relationship 
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(homosexual) normally considered immoral and unhealthy. 
Conscious of the moral strictures and criticisms the writer lends 
creative legality to this theme by linking it to both the human 
and primal forces of nature. His central character strives to 
discover his innermost self. Unconsciously he desires union with 
a partner, who in the novel becomes a manifestation, an 
extension of the elemental world outside. This supplies to the 
novelist the significant symbolic mode and structure within 
which the hero progresses on his voyage of knowledge and 
self-discovery. The thematic movement reminds us of earlier 
ventures, wherein the protagonist provides the point from which 
all associative themes and symbols move. 
The Conclusion states that Forster's novels display 
a thematic design, wherein the symbols exercise an 
interpenetrative pattern which allows the novelist to explore 
the symbolic connotations and combinations at all levels. This 
inner symbolism imparts a significant unity to the novels. 
Furthermore, it emphasizes that the interdependence should 
be seen as an artistic pattern which establishes a link between 
themes and symbols. The study thus emphasizes a tendency 
of concurrence in the thematic movement and the chief 
symbols. They indeed play a very supportive role. This 
interdependence and correspondence becomes a referential 
point In the understanding of his entire artistic effort. 
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PREFACE 
The present study is an exploratory probing into the 
world of E.M.Forster's novels. Over the years critics have 
successfully searched for thematic and symbolic insights into 
his novels. However, the purpose of this study extends beyond 
what has already been stated about them. It concentrates upon 
the interdependence between the themes and symbols in 
Forster's novels. 
In the course of study, attempt has been made to 
correlate and trace the interpenetrativeness between the 
thematic strands and the symbolic patterns in the respective 
novels. The aim was to focus upon their interdependence as an 
artistic mode of meaningful communication of the novelist's 
vision of life. 
To establish the thesis, endeavour has been to identify 
the dominant themes and classify the chief symbols in the 
novels. The purpose was simply to provide a frame, and never 
to infer that Forster had worked out such a scheme. For the 
novel as a work df art is a complex whole, wherein every 
theme and symbol contributes to its variety, richness and 
wholeness of effect. 
In this process of thematic analysis, several themes 
(major and minor, subordinate and associative) emerged as 
being central to Forster's fictional writing.Cognizance had to 
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be given to certain suggestive themes, that were left un-
developed in the interest of artistic integrity. Each of 
Forster's novel proves to be a worthy successor of the 
previous one, it recapitulates the thematic premise of the 
earlier novels as well as extends the perceptions embodied 
therein. Forster's treatment of limited social and personal 
themes and settings under different contextual heads leads to 
repetitiveness.Furthermore, the exploration of correspondence 
between themes and symbols (subject of the present study) has 
made repetition inevitable. 
The symbols when probed and analysed, reveal to be 
appropriately indicative of the themes of the novel. Deeply 
rooted in the narrative scheme of the novel, they seem to 
grow out of the themes and vice versa. This inner symbolism 
imparts significant unity to the novels. Thematic expediency 
requires a certain class of symbols. These may be conventional 
or generative. Forster distinguishes himself by taking 
conventional symbols from every day life (to avoid strain on 
part of the reader) and then bestows upon them a connotative 
quality to generate new level ot meanings. These symbols may 
be in the form of objects, situations, and characters; 
images, myths, dreams and rituals, or even woven into the 
language texture of the novel. At this juncture it is 
imperative to state, that liberty has been taken of treating 
images, myths, rituals and language leitmotifs as symbols 
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because of their acquired symbolic dimension. 
The study is the outcome of the scholar's understanding 
of the interdependence of themes and symbols in Forster's 
novels. It makes no claim to have given those significant 
themes and symbols their correct proportion of space or 
adequate attention, though the efforts have been to 
concentrate on what seemed to be the most worthwhile. Several 
readings of the text have helped place Forster in persepective 
to appreciate his achievement as a novelist.The how and why of 
the finding is the content of this thesis. 
What follows is an introductory chapter which deals with 
the social and cultural milieu of E'.M. Forster's times; the 
relevant biographical details and a survey of the scholarship 
on Forster. The introduction is followed by six substantial 
chapters, each related to a reading of Forster's individual 
novel with reference to the interdependence of themes and 
symbols. Following these is the final chapter which concludes 
that Forster's novels when probed boast of a thematic design 
wherein the symbols exercise an interpenetrative pattern. 
This design of correspondence allows Forster to explore the 
symbolic connotations and combinations at various levels. The 
structure of the novel is controlled by this strategic 
deployment. Furthermore, the interdependence should be seen as 
an artistic device of meaningful communication, wherein his 
creativity and imagination strives to establish a link between 
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the themes and symbols. 
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CHAPTER - I 
INTRODUCTION 
The present chapter aims to place Forster and his novels 
in their appropriate cultural, literary and social context, 
particularly, the climate of thought in which Forster grew and 
developed his powers as a writer. Though of course, these 
abilities are innate, yet they do respond to outside 
influences. Edward Morgan Forster was born on January 1, 
1879. He himself says Chat he belonged to the "fag-end of 
Victorian Liberalism, "•'^  and so gives a clear indication of 
his literary origins. Nineteenth Century Liberalism, 
Romanticism, Cambridge Apostles, Bloomsbury and the social 
conditions of his age provided Forster his literary and 
cultural background. 
According to Stephen Spender this 'outside square' of 
Forster's early novels was the Victorian society in its late 
stages. In this Forster was born. His generation came to 
maturity during the Edwardian Age-, despite which Forster 
remained sensitive and alive to the modern spirit. 
Forster was as he once wrote, "what my age and upbringing 
have made me." His attitudes were conceived within the 
framework of Nineteenth Century Liberalism and Humanism. His 
^ E.M. Forster, " The Challenge of Our Time" in Two Cheers for Democracy 
(New York: Harcourt, Brace & World, 1951), p.67. 
loyalties labelled him a liberal, a humanist and an 
individualist. The Nineteenth Century free spirit owed much to 
J.S.Mill and to a middle-class culture, with its faith in 
progress, individual freedom, tolerance and its power of 
reason. Though there were political and philosophic overtones 
also, the political aspects of liberalism are irrelevant to 
Forster's personality. 
In essence, this philosophic liberalism sprang from a 
belief in reason, individuality and the inevitability of 
progress.lt could be worldly, rational, agnostic and 
utilitarian, embracing the idea of liberty and freedom of 
speech, having its roots in Eighteenth Century Enlightenment. 
And yet, it could also idealize the tenets of English Romantic 
Movement, for it was unworldly, devoted to missionary 
activities and relief of suffering (anti-slavery), of which 
the *Clapham Sect'"^  was an abundant example and whose 
champions were Henry Thornton' and Zachary Macaulay. Forster 
held this sect in great esteem because of his Thornton 
connections and named it the place, from which he 
intellectually set off. Forster admired his ancestors 
philanthropic dedication but allowed no restrictions on his 
own spiritual horizon. For Forster's own strain of religiosity 
^ The cultural figure of the Clapham Sect was Henry Thornton (Forster's 
great-grandfather). It was his house in Clapham Common, his money and 
political skill, that gave the movement its name, strength and prominence. 
of *poetry, passion, ecstasy and music' was missing in them. 
Liberalism to Forster was a code of moral values - a laissez 
faire of spirit. 
In order to preserve his own ideals of individualism 
Forster aligned himself with those liberals who insisted that 
under all circumstances man must be free to choose for 
himself. For man is innately good and should be allowed to 
express his true nature. They repudiated traditionalism and 
acquiescence to predetermined rules of conduct. Forster did 
not aim at any particular creed but was for self-fulfilment. 
This ideology of free spirit is a throwback on Mill's creed of 
private liberty. So the novels rested on a foundation of 
secularism and individualism where he fought for the freedom 
and individuality of his characters against the pressures and 
restraints of society and country. As a liberal aristocrat he 
distrusted people and concentrated on championing the cause of 
the individual, highlighting in the process the social, moral, 
personal, natural aspects of personalities. 
Forster's work is highly individualistic, yet is also 
representative of the milieu and phase of English culture with 
which he was associated. As a thinker he approved liberal 
education and a cultural tradition but as a humanist he 
ridiculed snobbishness and Philistinism which were mistaken 
for culture.Hence Lionel Trilling claims Forster as a novelist 
who challenged the liberal'imagination. Forster represented 
liberal culture with all its weaknesses and strength. His 
theme was the English middle-class in which he was born and 
brought up. The ethos of this class was examined both from 
outside and inside. His comic art reveals the difference 
between appearance and reality by its continuous exploration 
of the flaw that appears when these ideals are practised or 
given a closer look. Forster's approach to moral issues was 
very different. As a moral realist he realized that no perfect 
order was possible. That life is not made up of antagonistic 
principles of simple good and evil, but of a good - and 
evil. 
The liberal who tries to create order, both in private 
and public life is astonished when anomalies occur. He 
understands Forster when he attacks and satirizes British 
middle-class culture and speaks for spontaneity of feeling, 
sexual fulfilment and values of intelligence. But sooner or 
later he becomes aware that, Forster is at the same time 
challenging them as well. For, Forster has no leanings towards 
ideals and absolutes. His novels rudely expose idealistic and 
intellectual pretensions. Gino stands for masculinity, 
spontaneity, naturalism, yet he is dull, coarse and vain. 
Lucy is taught to ignore cultural and intellectual pretensions 
and accept the power of sexual passion and love. If the outer 
world of the Wilcoxes is to be mistrusted, then also the inner 
world of Rickie and Helen has its own limitations. Only 
Margaret's continuous efforts 'to connect' appears to speak of 
a conclusive end. But this is not an easy affair as proved by 
the ending of A Passage to India. 
The fact that intellectually Porster is a Victorian and 
draws much from Victorian Intellectual Tradition, has proved 
to be a deterrent in the proper understanding of both the 
novels and the novelist. It limits him as an artist who has 
not been able to transcend the barriers of the 'determining 
situation.' 
The period spanned by Forster as a novelist is 1905-1924. 
Yet this perspective needs broadening. For if Forster stands 
midway between the Georgian symbolists - Virginia Woolf, D.H. 
Lawrence, James Joyce, and the Edwardian Realists 
Galsworthy, Bennett and Wells; he combines the best of both 
the traditions. Virginia Woolf in 'Mr.Bennett and Mrs. 
Brown'-^  associated Forster with herself, Lawrence and Joyce 
against Bennett, Wells and Galsworthy: 
Mr. Bennett does no more than tell us about her 
rent, Mr. Wells tells us i;ather what her rent ought 
to be, Mr. Galsworthy that she cannot possibly pay 
it. None of them captures the real Mrs. Brown. 
She insisted that the Georgian writers needed to abandon the 
"tools" and "conventions" of their Edwardian predecessors 
because the latter have laid enormous stress on the "fabric of 
things." But later, she too felt that Forster had compromised 
^ V. Woolf, "Mr. Bennett and Mrs. Brown" in The Captain's Death Bed and 
Other Essays (New York: Harcourt, Brace, 1950), p.112. 
between the Georgians and the Edwardians against whom they 
were revolting. 
However, the influences of earlier writers is also 
reflected in Forster's novels and short stories. His personal 
style with its onmiscient narration is reminiscent of Dickens 
and Thackeray. The social world of Forster's novels is also a 
reflection of Austenian fictional world with its tea parties, 
walks and moneyed middle-class. Echoes of Wagner and Ibsen are 
present not because of their topicality but are a result of 
temperamental rapport between them and Forster. Wagnerian 
leitmotifs are the very soul of Forster's fictional world. 
Forster who began to write in a century full of wars, saw 
and felt the schisms not only in the world they lived but also 
in the self of man - the gulf between individual consciousness 
(private life) and social morality (public life). The 
Nineteenth century novelists felt no such fundamental 
differences between the realms of private and public life. 
They had a fixed code of moral values accepted by them and 
their readers. Conformity to the dictum led to happiness and 
satisfaction, its violation resulted in unhappiness and 
dissatisfaction. Austen's Emma is doomed to suffer if she 
fails to accommodate her values with the public values because 
the moral code is the same for both public and private life. 
In Forster one has to choose. For to give meaning to the 
fabric of man's existence is to realize the importance of 
one's own freedom. It is such a view that makes Forster the 
spokesman for the role of self. 
Lucy Honeychurch has to choose between Cecil and George, 
who embody two different realms of life; Maurice has to decide 
between the respectable life of a stock-broker and a life of 
outlaws in the greenwood. The special worth of Forster's 
novels lie in the endeavour to find a way of harmonizing and 
reconciling the values of the two realms. In Forster man 
exists in halves until he struggles to be whole. 'Only 
Connect, ' becomes the rallying cry in the synchronisation of 
body and spirit. This becomes the basic theme of all his 
novels. It is at this juncture that Forster parted company 
with the Nineteenth century novelists and joined the writers 
of Twentieth century. 
J.S. Mill, like Nietzsche and Blake had rediscovered the 
ideal of being natural and instinctive. It is this trend of 
thought that inspired writers like Forster, Lawrence and 
Joyce. Their fiction is characterized by this warm invitation 
of life - where the life of the body becomes the road to the 
spirit. For example Lucy Honeychurch in A Room with a View: 
Ursula in the Rainbow: Stephen Dedalaus in Portrait of an 
Artist; confirm the positive role of the body.They tried to 
show that self-realization leads to ultimate deliverance. 
Forster gained transcendence into the other world through the 
medium of worldly experience. It resembled the mystic 
communion with God. A moment lived with much intensity became 
transcendent, an axiom with which to gauge life. These 
heightened moments of spiritual enlightenment are essential 
for redemption and salvation of the individual. This 
transcendence in Forster brings him close to the Romantics: 
A spiritual heir to Blake, Shelley, Coleridge, 
Beethoven and Wagner.^ 
Forster like the major romantics needs harmony between man and 
earth (nature). 'Earth' being the antidote to the machine age, 
and the corrupting influence of Twentieth century materialism. 
The soul opening 'views' of Forsterian landscape vibrate with 
pantheistic possibilities. The countryside awakens the life of 
the senses thereby becoming the medium of awakening the soul 
as in the surroundings of Howards End, the little dell at 
Madingley, the view of Oniton Grange and the violet covered 
terraces at Fiesole. 
Virtually all Forster's attitudes owe something to his 
early life. Having lost his father'when only eleven months 
old, Forster was brought up by his mother and aunty Marianne 
Thornton. Forster wrote : 
She [aunty Marianne] and no one else made my 
career as a writer possible and her love in a 
most tangible sense, followed me beyond the 
grave.^ 
* J.B.Beer, The Achievement of E.M.Forster (London: Chatto & Hindus, 1962), 
p.15. 
* E.M.Forster, Marianne Thornton 1797-1887: A Domestic Biography 
(London:Edward Arnold, 1956),p.289. 
This sense of cont inu i ty and people l i v i n g on in others 
as well as the power and importance of money as a subs t i tu t e 
for love, were the r e s u l t of aunt Monie's inf luence . For s t e r ' s 
ear ly i d y l l i c l i f e a t Rooknest^ where he l ived in harmony 
with the ear th , taught him the love of 'Na tu re . ' 
Cambridge l i b e r a t e d him from his b i t t e r and unhappy 
experience a t Kent House and Tonbridge Public School. 
Fo r s t e r ' s years a t school made him a severe c r i t i c of the 
English Public School system. But F o r s t e r ' s sojourn at 
Cambridge, however helped to es tab l i sh and confirm many of his 
ideas ref lec ted in h i s works. I t became to him a symbol of 
good l i f e , f r iendship and t r u t h . Fo r s t e r ' s Cambridge was the 
Cambridge of Dickinson and Wedd - The dons who had a profound 
influence on him. Nathaniel Wedd helped Fors te r to form his 
p o l i t i c a l and soc ia l a t t i t u d e s and a n t i - a u t h o r i t a r i a n views. 
He evoked in him i n t e r e s t for a l l things Greek and furthermore 
encouraged him to w r i t e . With Goldsworthy Lowes Dickinson 
( l ibe ra l and agnostic) Fors ter shared h is love for ancient 
Greece. For the two, greek was the symbol of acceptance of 
man's e s sen t i a l na tu re . 
I t was F o r s t e r ' s fourth year at Kings, 1899 tha t a very 
important development took place. He got e l ec t ed as 'The 
* Rooknest was the house where Fors te r ' s mother provided him with a 
sheltered and happy childhood. I t was here that Forster was i n i t i a t ed into 
a l i f e of friendship with Ansell - the garden boy. Friendship and personal 
re la t ions form a v i t a l par t of his f ic t ional wri t ing. 
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Apo0tle' in the Cambridge Conversazione 'Society' - the famous 
discussion group founded in 1820. The purpose of the Society 
according to Henry SidgwicJc (its most devoted member) was the 
"pursuit of truth with absolute devotion and unreserve by a 
group of intimate friends...." 
The rest of Forster's life at Cambridge was essentially 
an 'Apostolic One.' Where " body and spirit, reason and 
emotion, work and play, architecture and scenery, laughter and 
seriousness, life and art - these pairs which are elsewhere 
contrasted were there fused into one.""^  It was through this 
Apostolic connection that Forster was later drawn in the 
'Bloomsbury Circle.' Some of its permanent members were John 
Maynard Keynes, Roger Fry, Virginia Woolf, Leonard Woolf, 
Vanessa and Clive Bell, Lytton Strachey and to some extent 
Forster. The nucleus of the Bloomsbury group was formed at 
Cambridge, for most of the Bloomsburites and their associates 
had been at Cambridge.However, Forster repudiated critics 
attempts to label him as a Bloomsburite. He told K.W. Gransden 
that he did not regard himself as 'belonging' or have belonged 
to Bloomsbury, This does not imply a dissimilarity of 
attitudes and assumptions between them. The point is that, 
Forster's Bloomsbury's characteristics owe a great deal to 
' E.M. Forster. Goldsworthy Iipwes Dickinsgn ( London : Edward Arnold, 1934), 
Chp.7. 
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Cambridge atmosphere, he r i t age and t r a in ing . Bloomsbury" as 
a l i t e r a r y movement was never a cohesive school, but an 
informal associa t ion of l i k e minded people uni ted by Cambridge 
and family t i e s . I t s bas i c t ene t s of f r iendship, pur su i t of 
t ru th and beauty, d i s l i k e of moral earnestness and absolute 
candour had a t t r a c t e d Fors te r to t h i s group. 
To sum up F o r s t e r ' s pos i t ion in context of h i s l i t e r a r y 
and cu l tu ra l milieu, a review of his confession of belonging 
to the "fag end of Victor ian Liberalism, " i s required. 
Suggestive of h i s t r a d i t i o n a l l i t e r a r y and cu l tu ra l 
inher i tance i t reaches back to English Romanticism and a lso 
embraces the n o v e l i s t ' s modern leanings. Fors ter represents 
two versions of l i t e r a r y and cu l tu ra l p o s s i b i l i t i e s together 
with the consciousness of h i s own times. 
Phi l ip Gardner claims tha t Forster i s : 
"one of the fixed s t a r s of cen tu ry ' s l i t e r a r y 
firmament. . . sh ining alongside such other fixed s t a r s 
as Lawrence, Joyce and Virginia Woolf." ^ 
A brief survey of the c r i t i c a l s tudies on E.M.Forster wi l l not 
only give perspect ive to h i s l i t e r a r y reputa t ion , determine 
the trend of scholarship on h i s f i c t ion but a l so help focus on 
® G.E. Moore's P r i n c i p i a E t h i c a ( 1 9 0 3 ) . may be taken as the c e n t r a l document 
for the unders tanding of Bloomsbury v a l u e s . However, Bloomsbur i tes only 
accepted those p a r t s of Moore 's phi losophy congenial t o t h e i r t h ink ing -
namely t h a t o n e ' s prime o b j e c t s in l i f e were love, t he c r e a t i o n and 
enjoyment of a e s t h e t i c expe r i ence and the p u r s u i t of knowledge. Fors te r 
himself admit ted of not having read i t . 
' P h i l i p Gardner ( e d . ) , E.M. F o r s t e r : The C r i t i c a l Her i t age (London: 
Rout ledge and Kegan Pau l ,1973) , p . 1. 
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the relatively unexplored area of his fiction - the 
interdependence of themes and symbols in his novels from 
Where Angels Fear to Tread (1905) to A Passage to India 
(1924) . 
A large interval separates Forster's last novel A Passage 
to India from the earliest assessments about him. Yet the 
gradual and steady recognition of him as a writer of fiction 
can be clearly seen from the number and trend of reviews on 
his novels, as well as from the faith of his publishers. They 
steadily increased the number of copies of his novels at the 
time of their publication. 
Rose Macaulay's work entitled (The Writings of E.M. 
Forster. 1938) as the first book length study forms an 
interesting introduction to Forster's writings. However, 
much before it was published, long articles on Forster's 
novels had begun appearing since 1927. These early critical 
essays are distinguished by their penetrative insights and 
acquity of judgement on a writer, who was being recognised as 
of singular importance. Of special interest are the articles 
of I.A. Richards, Virginia Woolf, Austin Warren, Peter Burra, 
F.R. Leavis and E.K.Brown. 
I.A. Richards^° finds Forster "on the whole the most 
puzzling in contemporary English letters." He discovers a 
^° I.A. Richards, " A Passage to Forster : Reflections on a Novelist, " 
Forum LXXVIII, ( December 1938), pp.914-29. 
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discrepancy in his works, both between an "apparent realism" 
and a "sometimes wanton disregard" 'for "vivisimilitude" and 
between an urbane manner and a discomforting vision. However, 
this does not prevent Richards from discerning Forster's 
thematic bias, "his special preoccupation, almost an 
obsession, with the continuance of life, from parent to child, 
with the quality of life in the sense of blood or race, with 
the preservation of certain strains and the disappearance of 
others." Virginia Woolf too in "The Novels of E.M. Forster" 
1927, (reprinted in Gardner No.136) finds something 
"baffling" and "evasive" in Forst'er's style - the split 
between the rationalistic humanist and the poetic visionary. 
According to her, Forster failed to unify convincingly the 
disparate elements that are necessary for a masterpiece. F.R. 
Leavis-'^-'- (though appreciative of A Passage to India) 
expressed the same view in his influential essay of 1938, 
'E.M.Forster/, Brown ^^  saw Forster's essential theme as the 
contrast "between the world of actions and the world of being" 
and pronounced him as the greatest master of the contemplative 
novel. Peter Burr'a's-*--^  essay has the distinction of being 
approved by Forster himself. The (1957) 
^^  F.R. Leavis, "E.M. Forster," Scrutiny VII.(September 1938 ), pp 185-202. 
^^  E.K. Brown, " E.M.Forster and The Contemplative Novel ", University of 
Toronto Quarterly III, no.3, (April 1934), pp 349-361. 
" Peter Burra " The Novels of E.M. Forster, " Nineteenth Century and After. 
CXVI,( November 1934 ), pp.581-94. 
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reprint of Everyman's A Passage to India contains Porster's 
appreciation of Burra's article : "It is a great privilege for 
an author to be analysed so penetratingly and ...to be 
understood." Burra postulates that Forster evolved a 
compromise between the symbolic tale and the novel of ideas 
and opinions. His greatest contribution is his recognition of 
Forster's concern for small details, particularly the use of 
recurrent leitmotifs which lend the whole novel a symbolic 
significance. In 1950, E.K. Brown's (Rhythm in the Novel) 
follows the critical strategy of analysing Forsterian fiction 
extensively in terms of recurring motifs, images and symbols. 
The chief thrust of Austin Warren's^* analysis is on the role 
of self-knowledge in human existence, the importance for 
Forster of the realm of values over the realm of fact, and the 
need for human beings to attain the ultimate truth. 
Lionel Trilling's incisive book on Forster's works and 
politico-intellectual background appeared in 1943. His 
emphasis is on Forster's * liberal imagination,' and the 
struggle between sensitivity and personal integrity on one 
hand and convention and undeveloped heart on the other. Though 
this book revived interest in Forster, especially in America, 
it was only in 1957 that yet another major work on Forster was 
published. James McConkey ( The Novels of E.M. Forster. 1957) 
^* Austin Warren, " The Novels of E.M. Forster " in Rage for Order (Chicago 
: University of Chicago Press, 1948), pp. 119-41. 
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attempts to apply the Forsterian aspects of People, Fantasy, 
Prophecy and Rhythm to his novels. He is among the first to 
discuss incisively the image patterns, symbols and the formal 
aspects of E.M. Forster's work. In his evaluation of A Passage 
to India he concedes that Forster's vision for the first time 
was compatible with the theme. 
J.B. Beer's (The Achievement of E.M. Forster. 1962) is a 
must for an overview of Forster. Beer evaluates Forster's 
achievement with reference to the romantic tradition; he 
stresses upon the visionary element as well as considers the 
comic and moral aspects of his art. While J.K. Kermode^^ sees 
Forster primarily as a symbolist writer, Alan Wilde's^ "^ ^ book 
is an excellent postulation on Forster's aesthetics. It acts 
as a guide to Forster's liberal aesthetics and their 
consequences for the structure of the novel. 
Frederick C. Crews in The Perils of Humanism (1962) 
passes an adverse judgement on Forster's humanism. In his 
view Forster's novels placed in the liberal context showed an 
awareness of the limitations of the old fashioned liberal 
^^  J.K. Kermode, " The One Orderly Product - E.M. Forster " in Puzzles and 
Epiphanies : Essays and Reviews 1958-1961 ( New York .- Chilmark, Press, 
1962 ) . 
*^ Alan Wilde, Art and Order : A Study of E.M. Forster ( New York : New York 
University Press, 1964 ). 
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outlook. C.B. Cox^ "^  too argues that Fors ter fa i led to apply 
h is l i b e r a l ideas to social r e a l i t y . Cox's c r i t i c a l emphasis 
i s on the incomplete socia l commitment of Forster ian 
charac te rs as well as a p ro tes t aga ins t t h e i r pass iv i ty and 
escapism. While Crews and Cox t r i e d to place and analyse 
Fors ter in the l i b e r a l context, Wilfred Stone^® in h i s 
monumental work gives a psychological i n t e rp re t a t ion of 
F o r s t e r ' s development and work. In 1927, George H. Thomson-^ ^ 
while explor ing the romantic aspect of F o r s t e r ' s f i c t ion in 
terms of myth, archetype and symbol, underestimates the 
element of soc ia l - rea l i sm in h i s novels . 
In the 1970's John Colmer's^° study provides a fresh 
assessment of Fo r s t e r ' s wri t ings and places them in t h e i r 
appropr ia te soc ia l and cu l tu ra l context . Furthermore, as the 
f i r s t book length study on Fors ter (since the publicat ion of 
h is posthumous f ic t ion) , dependent upon Colmer's access to the 
manuscripts in the Forster Archives a t King's College, 
Cambridge, i t becomes doubly s i g n i f i c a n t . 
•^^  C.B. Cox, The Free S p i r i t : A Study of L i b e r a l Humanism in The Novels of 
George E l i o t . Henry James. E.M. F o r s t e r . V i r g i n i a Woolf. Angus Wilson 
(London : Oxford Un ive r s i ty Press , 1963 ) . 
*^ Wilfred S tone , The Cave and The Mountain : A Study of E.M. 
F o r s t e r ( S t a n f o r d . Ca l i fo rn i a : S tanford U n i v e r s i t y P ress , 1966 ) . 
*^ George H. Thomson, The F i c t i on of E.M. F o r s t e r ( De t ro i t : Wayne S t a t e 
U n i v e r s i t y P re s s , 1967 ) . 
^° John Colmer, E.M. Fo r s t e r : The Personal Voice ( London : Routledge and 
Kegan Paul , 1975 ) . 
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V.A. Shahane*^ ^ evaluates Forster's total fictional 
perspective from the point of his double vision - an aesthetic 
device, a mode of perception that informs Forster's entire 
creative achievement. The books hy Philip Gardner and P.N. 
Furbank offer invaluable data on and about Forster. While 
Gardner's (E.M. Forster: The Critical Heritage. 1973) as a 
collection of early reviews and articles provides an insight 
into the critical opinions on Forster's writings, Furbank's^^ 
A Life, as the official biography on Forster gives an 
exhaustive researched accounts of his life from childhood to 
death. Informative and definitive in tone it gfives the exact 
data concerning many facts of Forster's life, hitherto 
puzzling or unknown to the reader. 
B. Rosecrance study ( Forster's Narrative Vision, 1982) 
explores the rhetoric of the novel with reference to the use 
of the narrative. In 1987, nearly fifty years after the 
publication of the first critical study on Forster by Rose 
Macaulay, Norman Page^ -^  provides a refreshing overview of 
Forster's novels. A most interesting and novel approach to 
^^  V.A. Shahane, E.M.Forster : A Study in Double Vision ( New Delhi : Arnold 
Heinemann, 1975 ). 
^^  P.N. Furbank, E.M.Forster : A Life. 2 vols. (London : Seeker and Warburg, 
1977) . 
" Norman Page, E.M.Forster ( Basingstoke : Macmillan, 1987 ). 
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E.M. Fors t e r in the recent times i s tha t of Nigel Rapporf^^. 
In a post-modernis t ic frame, Rapport attempts to demonstrate 
a correspondence between anthropology and l i t e r a t u r e . He works 
on the cen t r a l premise that both d i s c ip l i ne s share the same 
e d i f i c a t o r y ethos, tha t both t h e i r Individual authors employ 
c r e a t i v i t y and imagination t o "make sense of t h e i r own 
experience, i n t u i t those of o the r s , and rewri te ( r ight) socia l 
r e a l i t y . " 
The various co l lec t ions of essays edi ted by Malcolm 
Bradbury^s (1966), O.Stallybrass^^ (1969), G.K. Das and 
J .B . Beer^"^ (1979) and J . Hertz and R. Martin^^ (1982) 
c o l l e c t i v e l y provide a wide and varied scholarship on 
F o r s t e r ' 8 work. Apart from these essays, there are some other 
c r i t i c a l papers of s ign i f ican t scholarship on Fors te r . Of 
spec ia l i n t e r e s t i s T ru i t t ' s ^^ paper, a persuasive Marxist 
*^ Nigel Rapport , The Prose and The Pass ion : Anthropolocrv. L i t e r a t u r e and 
The W r i t i n g s of E.M.Forster ( Manchester : Manchester Un ive r s i t y P re s s , 
1994) . 
^^  M. Bradbury ( e d . ) , E.M.Forster : A C o l l e c t i o n of C r i t i c a l Essays 
(Englewood C l i f f s , N . J . : P r en t i ce H a l l , 1966) 
*^ O . S t a l l y b r a s s ( e d . ) . Aspects of E.M. F o r s t e r ( London : Edward Arnold, 
1969) . 
•^^  G.K. Das and J . B . Beer ( e d s . ) , E.M. F o r s t e r : A Human Exp lo ra t ion , 
Centenary Essays ( London : Macmillan, l§79 ) . 
*^ J . Her tz and R. Martin ( e d s . ) , E.M. F o r s t e r : Centenary Revalua t ions 
(Toronto ; U n i v e r s i t y of Toronto P r e s s , 1982). 
^' Wi l l s H. T r u i t t , " Thematic and Symbolic Ideology in The Works of E.M. 
F o r s t e r , " Journa l of Aes the t i c s and Art C r i t i c i s m . 30, 1971. 
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reading of Forsterian fiction. He sees Forster as a 
revolutionary artist with a great deal of political 
commitment. 
Elizabeth Heine^° in her essay argues that Porster's 
fiction was more eternally wrought and less organic than 
Virginia Woolf, while Donald Salter^^ studies the pagan 
aspect in his article on the homosexual writings of E.M. 
Forster. He concludes that (in his posthumously published 
writings) Forster failed to assimilate this paganism into an 
aesthetically viable and compelling fiction. 
From this brief survey, it is abundantly clear that the 
scholarship and criticism on Forster has been wide and varied; 
distinctive in quality, discipline and penetration. That the 
scholarship on Forster has been extensive is universally 
accepted. There are numerous other books, essays and reviews 
that have been consulted, but cannot be enumerated upon in the 
present limited context. Only those studies have been taken 
into consideration that provide a comprehensive, perceptive 
and stimulating overview of criticism on Forster. 
Considerable work has been done to interpret Forster's 
writing's in relation to their different aspects and elements. 
Separate studies have been conducted into the areas of themes 
°^ Elizabeth Heine, " Significance of Structure in The Novels of E.M. 
Forster and V. Woolf, " English Literature in Transition. 16 : 4, 1973 
^^  Donald Salter, " That Is My Ticket : The Homosexual Writings of 
E.M.Forster, " London Magazine , 14, 1975. 
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and symbols as evident from the above survey. Yet little 
attempt has been made to establish a positive link between the 
thematic aspect and the symbolic values of the novels. The 
chief purpose of this thesis is to make a close study of 
Forster's novels in the light of the interdependence between 
the themes and symbols. Hence in the following six chapters of 
the present study my attention will be focussed on this goal. 
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CHAPTER II 
WHERE ANGELS FEAR TO TREAD 
Forster's first novel Where Angels Fear to Tread 
published in 1905, was the literary expression of his concern 
for the stagnating, suffocating effect of the out-tnoded 
conventions and dogmatic codes on the free spirit of man. To 
represent this dichotomy between the individual' s need and the 
need of the society, Forster conceived of the two opposing 
settings of Sawston and Monteriano. It is against the 
contrasting value polarities of England (Sawston) and Italy 
(Monteriano) that the major events and the chief themes of the 
novel are worked out. Where Angels Fear to Tread and A Room 
with a View are popularly referred to as the Italian novels, 
because of their Italian settings. They operate on the simple 
antithesis of Sawston versus Italy. Both Forster and 
D.H.Lawrence perceived Italy as the 'world's living centre' 
with its forces of life and vitality. It was a place where men 
were themselves. I,f Sawston was synonymous with the notions of 
narrowness and rigidity; conventionality and respectability; 
hypocrisy and pretentious forms of behaviour, then Italy 
dramatized the values of open and liberal responses, 
naturalness and spontaneity; an affirmation of the vigour and 
vitality of the life of instincts. 
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As a result of the interaction of the respective value 
patterns of Sawston and Italy, certain associative thematic 
concerns come into force so as to substantiate the principal 
thematic purpose of the novel. Significant among them are the 
subordinate but substantive themes of -
Conventionality versus spontaneity; urbane and mechanized life 
versus life lived in close harmony with the 'earth' ; 
conformity versus freedom ( iberty); observances of outward 
forms of respectability, decorum and politeness versus natural 
and instinctual responses; outer reality of social needs 
versus inner reality of individual needs. 
Such an approach to life and existence focalizes on Italy 
as a metaphor for life's infinite variety. It is a world which 
tends to include in contrast to England's attempt to exclude, 
limit and categorize. This theme of inclusivity versus 
exclusivity sets into motion the major thematic thrust of 
Forster's future novels under the fictional rhythm of 'to 
connect' or to build the 'rainbow bridge,' a guide for the 
individual to wed the body and soul, head and heart so as to 
achieve the 'holistic' vision of life. 
The imaginative and physical reality of Italy helps 
Caroline and Philip the central characters, to shred away the 
veil of sham and hypocrisy choking their beings and initiate 
them into the reality and fullness of life. The spiritual 
emergence of Philip and Caroline marks the awakening, the 
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realization of their true 'self.' By transcending their 
emotional and spiritual conditioning, they are changed 
permanently and profoundly at the end. Forster shared with the 
romantics, the ideal of the heroic potential of man, his 
innate ability to rise to and bring out the best in him. 
Central to the theme of self-realization is the issue of 
paganism and the visionary moment. If paganism renders 
experiences of physical and emotional reality, the visionary 
moments are indeed the moments of choice, where the 
affirmative response leads to the individual's spiritual 
'triumph' - his conversion and salvation, but his negative 
response condemns him to a life of spiritual ignorance 
(unreality) . The idea of spiritual salvation (personal) , forms 
the thematic essential of Forsterian fiction and is central to 
the theme of Where Angels Fear to Tread. Both Philip and 
Caroline in the course of their learning and conversion, 
realize and reach out to the inner reality of their being. 
They admit the natural in themselves and align to a growing 
human knowledge to achieve a wholeness of being. Caroline 
experiences it while Philip learns to appreciate it. They 
neither like Lilia submit to the material, superficial and 
animal passions, nor like Mrs. Herriton and Harriet aspire for 
a 'bloodless cultured existence,' which is neither true to 
their 'head or heart.' 
Beneath the guise of light-heartedness and comic spirit, 
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the novel explores profound moral questions. This forms the 
core of the novel, its soul, its inner reality. The novel 
expands its scope by transcending into the realm of 
philosophic significance by dealing with themes ranging from 
spiritual enlightenment and salvation to thematic ideology of 
death and continuity. 
The theme of death, challenges Philip's view of life and 
helps him to participate in life's moment of existential 
reality. It redirects his thoughts and energies on to better 
objects and concerns, thus sublimating his own being. As for 
the baby- 'death' becomes a medium of escape from a life of 
living death as it does for Rickie in The Longest Journey or 
for Leonard Bast in Howards End. 
Forster's preoccupation with the theme of continuity is 
rendered most artistically through the Gino-child 
relationship. The physical bond between the parent and child 
exposes to the emotionally blind and spiritually ignorant 
Sawstonians the primal truth of birth and continuity. It 
awakens them to the knowledge, that the coarse, mean, selfish 
and cruel Gino, as a 'parent' was capable of refined feelings 
of care, love and adoration. Forster's main design in Where 
Angels Fear to Tread, is to hold the Sawstonian fools to acute 
and amused scorn. 
The antithetical mode of Where Angels Fear to Tread is 
represented through the key symbols of Italy and England 
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(Savjston) . The geographic boundaries of Italy and Sawston in 
Forster'B hands assume metaphoric significance. The 
interaction of their respective value patterns bring into 
cognizance the importance of the symbolic mode. Forster's 
Italy is the home of olive trees, vineyards, blue sky, starry 
nights, statues, mosaics and frescoes; saints, beggars and 
peasants. It suggests the infinite variety of life as against 
the rigid, convention bound provinciality of the English world 
with its annual bazaars, garden parties, charities and bicycle 
gymkhanas. It is on this 'warring principle' that Forster 
explores and expounds man's response to social, cultural and 
moral questions. The Italian life though simpler is grander, 
with its open and natural outlook it makes England appear 
drab, dull and inhibited. 
The Italian novels boast of a background suffused with 
light and vibrant colours of life - blues, greens and purples 
as against the dull, greys, whites, yellows and browns of The 
Longest Journey. Howards End and A Passage to India. This 
emphasizes the mood of light-heartedness in which they were 
conceived and written. 
Despite his advocacy for the Italian mode of life, 
Forster does not idealize it. For Sawston with all its 
inadequacies is not an "unredeemable hell""^  as pointed out by 
^ V.A. Shahane, E.M.Forster; A Study in Double Vision( New Delhi : Arnold 
Heinemann, 1975 ) , p.49. 
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Shahane . It possesses qualities of efficiency, order and 
cleanliness whereas Italy is beset with incompetence and 
corruption. Forster makes a similar point when he contrasts 
the Wilcoxes and Schlegels in Howards End. 
Forster employs a wide range of conventional symbols 
taken from the familiar world of everyday life for example-
music (opera), child, death, milk, woods, violets. This is to 
facilitate the understanding of the reader. However, in the 
course of the novel Forster endows some of these symbols with 
special connotations so as to generate new levels of meaning 
and enrich the thematic nuances. The music of the opera 
entertains, but at the same time endorses its catalytic effect 
on Caroline and Philip. It becomes a source of 'awakening'and 
stirring their 'souls' so as to respond to the beauty of 
existence and reality. The woods as an abode of nature, with 
Its tree stems "awashed in a sea of violets" signify natures 
beauty and charm. However it also expands to become the 
crucible for forces of life and death to interact. The baby 
dies in these woods, but the regenerative power of nature 
bestows upon the ,now enlightened Philip a fresh lease of 
'spiritual' life, and a concern vfor humanity and human 
relationship. 
Death destroys, but Forster makes it a medium of 
liberation. The symbol of the baby's death in Where Angels 
Fear to Tread is a matter of thematic expediency. It is a 
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necessary sacrifice, for Forster conceives the baby as the 
very essence of the Italian spirit. If left alive the baby 
would have been coerced into a life of repressive morality and 
conventions, the ideals of freedom and innocence reduced to 
nothing. The baby's death also helps to liberate Philip 
spiritually from a life of resigned existence towards a better 
understanding of life and the situation of others. 
The milk is a tangible symbol of nourishment and 
sustenance but it also helps to sustain the intangible 
statement of friendship between Gino and Philip. The physical 
violence Gino inflicts upon Philip was because of the baby, 
but the sharing of the milk (meant for the baby) by them 
becomes a sacramental act of great tenderness leading to their 
reconciliation. It emphasizes the symbolic need for 
forgiveness and healing brotherhood. 
The spatial symbols of the towers of Monteriano suggest 
the wide range of human experience transcending from the 
material to spiritual to which the main protagonists are 
exposed. The symbolic trio of the Palazzo Pubblico 
(intellect), the Colegiate Church (soul), and the Cafe 
Garibaldi (body) signify the holistic view of life that Italy 
renders as an experience to Caroline and Philip. Furthermore 
the * epiphanies' of Gino with the baby, and Caroline consoling 
the grief-stricken Gino become the eternal moments in the life 
of Caroline Abbott and Philip Herriton respectively. These 
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visionary moments help in the spiritual emergence of their 
beings granting them vision of harmony and insight into 
ultimate reality. 
The symbolic patterning that underlines the behaviour and 
relationship of the characters interpolate with the thematic 
aspect to enhance the intent of the novel. Each of the English 
characters undergo experiences in Italy that reflect their 
spiritual identity and gives credence to their *self.' Lilia 
collapses, for she progresses too fast and too far without 
assimilating and absorbing the lesson that life offered. Her 
"irrepressible spirits" and gay mood respond instinctively to 
Italy's physical charm. Sharing its physicality with Gino she 
fails to understand it spiritually. She marries for love but 
her love is born out of a sentimental vision of 'outer 
reality' : 
She remembered how the evening sun had struck his 
hair and being both sentimental and unrefined was 
determined to have the man and the place together.^ 
Lilia had misunderstood both man and place. She touches 
Italy's surface but depth evades her. However, Caroline 
triumphs for she learns 'to connect' the wholeness of vision 
offered by Italy . To highlight the thematic thrust of this 
complete vision of Caroline (consisting of sympathy and 
sacrifice; reciprocation and appreciation of life's 
^ E.M. Forster, Where Angels Fear to Tread ( New York : Vintage Books, 
1960) , p. 41. 
{ All subsequent textual quotations are from this edition ) 
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possibilities) Forster pits it against the 'incomplete vision' 
of Lilia who failed to envisage the spiritual significance of 
life. Having fulfilled the thematic requirement, Lilia is 
killed off. Philip like Caroline also learns to love and 
appreciate the idea of Italy and realizes how 'to connect' can 
eventuate a better life. Harriet, the zealous protestant armed 
with the Bible goes to Italy only to battle with "Evil"-
Gino. With her uncompromising morality she refuses to 
progress. She remains "acrid", resolute, and "indissoluble" 
till the end. The recurrent motif of the "inlaid box" 
associated with her being suggests her nagging possessiveness 
and inability to change. Wholly under the influence of her 
mother (Mrs. Herriton) she like her is relegated to the 
regions of the spiritually blind and obtuse. Harriet and Mrs. 
Herriton are worthy representations of Sawston, for them 
outward forros and observances count more than the inner 
spirit. Gino is Forster's version of the 'noble savage.' He 
represents the idea of man living in direct contact with the 
'earth' and experiencing life through the senses. Like Leonard 
Bast of Howards End, he is a symbol of 'tangible reality' who 
acts as a catalyst to introduce the protagonists Caroline and 
Philip to experiences of primal truth and reality. 
Forster's encounter with Italy during his early visits to 
the continent, (October 1901- September 1902, March 1903-
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August 1903) provided him with the material as well as the 
framework of opposing values between the contrasting settings 
of Sawston and Monteriano. Forster's Italian experience 
confirmed his notions of the 'free spirit' of man and man's 
desire not to be 'fenced' in by the society. Thus what 
'Cambridge had begun for Forster was completed by Italy.'It 
freed his spirit from the constraints and inhibitions imposed 
by the English - middle - class society and made him a firm 
advocate of the value of spontaneous joy and passionate, 
instinctive life. Italy becomes the apotheosis of nature and 
naturalness as opposed to the urbane and artificial mode of 
Sawstonian existence. Hence, Sawston becomes an embodiment of 
a life of pettiness, insincerity, hypocrisy, fetishness of 
formal politeness and respectability. It is pitted against the 
natural, spontaneous, open and liberal responses of the 
Italian life. If the Herritons of Sawston with their 
capabilities and proclivities are the representatives of the 
Sawstonian way of existence, then Gino Carella with his 
spontaneity, masculinity and mercurialism embodies the 
'Italian spirit.', Conceptually envisaged as the 'noble 
savage, ' he finds a maturer and profounder expression in 
Stephen Wonham of The Longest Journey. 
A piece of conversation overheard by Forster in a hotel 
lounge during his Italian visit, became the genesis of the 
present novel. The subject of the discourse was: 
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An English Lady who had married an Italian far 
beneath her socially and also much younger, and how 
unfortunate it was.^ 
This 'English Lady'in Where Anaels Fear to Tread.is 
characterised as Lilia, who marries the Italian Gino, She thus 
sets into motion a series of events and happenings that aid 
the thematic structure. The contention between the natural 
forces of Italy and the social forces of Sawston (England) 
forms the basis of the moral struggle in the novel. However, 
this thematic fabric is dominated by Forster's own moral 
vision. 
Forster envisions Italy as the "school" as well as the 
"playground" of the world, where the English characters are 
tested and tried for their personal salvation. In Italy life 
is lived, loved, and observed as a 'holistic spectacle,' 
proclaiming the norms of 'inclusion' as against the English 
ideal of 'exclusion. ' This is what Philip has to say about 
Gino and Italy at the end of the novel: 
"...We English say it when we are calm - when we do 
not really believe it any longer. Gino is not 
ashamed of inconsistency. ..." 
" He's much more honest with himself than I 
am. . .and he is honest without an effo.rt and without 
pride...."^ 
This all inclusive quality of Italy is best represented 
by the towers of Monteriano and the City Piazza. The towers 
' Quoted in Oliver Stallybrass's Introduction to Where Angels Fear 
to Tread (London: Arnold, 1975 ), p.VIII. 
* Where Angels Fear to Tread, p.175. 
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are emblem of the town as well as of life: 
The summit of the tower was radiant in the sun, 
while its base was in shadow and pasted over with 
advert i sement s. ^  
The description is suggestive of a whole gamut of experiences. 
Terms like "base", "shadow", "advertisement" are connotative 
of the material, mundane and the vulgar, whereas "summit", 
"radiant" and "sun" are suggestive of experiences that are 
sublime, spiritual and aesthetic. Contextually the tower 
symbolism represents the transcendence of Caroline to the 
heights of becoming a * goddess' in the eyes of both Gino and 
Philip, as well as of the transfiguration of Philip from his 
aesthetic view of reality to its existential view. 
Furthermore, the wholesome aspect of the Italian life 
with its harmony between body and soul, head and heart, reason 
and emotion is symbolically projected by the City Piazza with 
its three great attractions - "the Palazzo Pubblico, the 
Collegiate Church, and the Caffe Garibaldi" - the intellect, 
the soul, and the body. In Italy everything has a place. 
Significantly, it is in Monteriano that Caroline and Philip 
have their moments of conversion leading to their salvation. 
Already sensitive to the intellect,"both Caroline and Philip 
become alive to the spiritual as well as physical aspects of 
life. During their second visit to Italy (to rescue the baby) 
which is undertaken at the height of summer "under the beams 
Ibid.. p.113 
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of a vertical sun," Caroline and Philip who had earlier 
returned disillusioned and despirited from this land of 
"romance and culture" become alive to the beauty and charm of 
Italy. It stirs their soul to life's infinite variety. They 
become conscious of Sawston's mediocrity that got one into a 
"groove" only to go on getting more and more - worse than 
unhappy - "apathetic till they died." 
With their spirit responding to the call of Italy, the 
scene at the 'opera' initiates them to a life of freedom, 
spontaneity, and naturalness. Slowly the barrier of stubborn 
conventional morality is swept away and replaced by good will, 
joyousness and friendship. Like the Italians they begin to 
participate in the beauty of existence. 
Opera in Italy aims at entertainment and participation. 
Thus the laughter, bonhomie and camaraderie at the 'opera 
house' enfolds Philip and Caroline into the wonder of the 
evening and above all to life itself. Like the Italians they 
begin to learn to be themselves. Their primal feelings once 
awakened, flood their beings, sweeping aside the fetters of 
self-denying codes and norms. They both merge into the 
splendour and beauty of beliefs that make the life real. 
Philip gains his vision of brotherhood as he is welcomed by 
Gino and his friends as a "lost brother." He is pulled into 
the 'box' by welcoming hands of people : 
tradesmen sons perhaps they were, or medical 
students or solicitor's clerks, or sons of other 
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dentists. There is no knowing who is who in 
Italy....^ 
The opera scene, symbolically becomes the testament of 
the thematic design of the novel. It acts as a yardstick to 
judge the value system of the Sawstonian society and the 
Italian community. It expands to become the symbol of 
'existential reality.' Acting as a 'catalytic symbol' to 
awaken both Caroline and Philip to the truth of 'inner 
reality' of their selves; it helps them reach out for final 
conversion and redemption. The opera becomes synonymous with 
'music,' symbolically it represents the Forsterian belief in 
the sublimal power of music which helps awaken one to life's 
reality and deep spiritual needs. It evokes varied individual 
responses to suggest the different levels of human 
consciousness that constitutes life's complexity. On one hand 
is the Italian response aiming at entertainment for Italians 
do not appreciate music silently, the audience takes its 
share. On the other hand are the subjective responses of 
Caroline, Harriet and Philip. In the warmth of friendship, 
Philip's stiffness and snobbery is replaced by gracefulness. 
Caroline too "the stiff suburban woman" unbends to the magic 
of the evening - the beauty of the stars, the sky and the 
sweet air. Bathed within and without, Caroline succumbs to the 
music, laughter and joy at the opera. Only Harriet remains 
immune to it all. Refusing to respond to Italy's spirit she 
" Ibid., p.123. 
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leaves the opera in a loud protest: 
"Call this classical! she cried.... it's not even 
respectable! Philip! take me out at once."^ 
The 'opera scene' as an artistic device aids the thematic-
symbolic structure of the novel and anticipates 'Beethovens 
Fifth Symphony' of Howards End in its power of suggestiveness. 
With their 'inner self stirred into consciousness of the 
beauty of existence and reality, the stage is all set for the 
final transfiguration and salvation of Caroline and Philip. 
Life offers to Caroline Abbott's 'moral being' the moment 
of truth in the form of a 'vision of life,' when she visits 
Gino's house the morning after the opera performance. It is a 
vision dominated in totality by the physical presence of the 
baby and its symbolic thematic ramifications: 
The real thing, lying asleep on a dirty rug, 
disconcerted her. It did not stand for a principle 
any longer. It was so much flesh and blood so many 
incites and ounces of life a glorious, unquestionable 
fact, which a man and another woman had given to the 
world...in time it would... secrete...thoughts 
and wonderful passions of its own. And this was the 
machine on which she and Mrs. Herriton and Philip 
and Harriet had for the last month been exercising 
their various ideals ...yet now that she saw this 
baby, lying asleep on a dirty rug, she had a great 
disposition not to dictate one of them, and to exert 
no more influence than there may be in a kiss or in 
the vaguest of the heartfelt prayers.® 
Emotionally, Caroline awakens to realize that the scene 
' Ibid., p. 121 
* Ibid.,p.l30. 
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witnessed transcended the "prettiness of a nursery" to 
proclaim the primal truth. She discovers that the value of the 
natural bond and affection of parents for children was greater 
than any code of social and moral right or wrong: 
The horrible truth, that wicked people are 
capable of love, stood naked before her and her 
moral being was abashed.^ 
The comfortable sense of virtue deserts her, for she begins to 
feel the pulse of Gino's deep love and pride in his son: 
"Ah, but how beautiful he is ! he is mine, mine 
forever. Even if he hates me he will be mine. He 
cannot help it; he is made out of me; I am his 
father."^° 
Gino with his child is "majestic, " he is a part of "nature" 
that binds parents to a child. The scene becomes the 'eternal 
moment' of her life. Conscious of this 'divine truth' her 
awakened 'self now responds and participates in the largeness 
of life and experience. It vouchsafes to Caroline the 
magnificent triumph of her 'self that grants her 'salvation.' 
She helps Gino bathe the baby and thus cleanses her own soul 
of the guilt of attempting to tear the bond between father and 
child. The picture of Caroline with the baby on her knees 
symbolizes her .acceptance and 'oneness' with the primal 
reality. It is a scene endowed with sublimal intensity of a 
mystical moment. In Forsterian sense, Caroline has achieved 
' Ibid.,p.l36. 
'° Ibid., p.139. 
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her salvation through self-realization. 
The world of nature with its "violets" of the departing 
spring to the "silver stars" of the "purple sky" had helped 
Caroline's 'self to become conscious of the reality of life. 
Thus the cold-blooded and suffocating regimens of 
respectability and conformity become meaningless, as her soul 
learns to soar to the heights of spontaneity and openness. It 
is this awakened self which when confronted by the scene of 
*Gino and the baby' shames her to realize the unforgivable 
sin of treating people as object of transactions. She thus 
rejects the Sawstonian call of duty and responsibility to 
favour emotions and feelings. In this moment of her 'moral 
choice' she transcends to great spiritual heights . 
The pride Gino has in his son if on one level signifies 
the value of the natural bond of affection of parents for 
children, then on the other it glorifies the physical bond -
the pride of continuity: 
He stood...musing, filled with the desire that his 
son should be like him, and should have sons like 
him, to people the earth. It is the strongest desire 
that can come to a man - if it comes to him at all -
stronger even.than love or the desire for personal 
immortality. All men vaunt it, and declare that it 
is theirs; but the hearts of most are set elsewhere. 
It is the exception who comprehends that physical 
and spiritual life may stream out of him for 
ever. -"-^  
Forster's preoccupation with the theme of continuity is 
Ibid.,p.l37. 
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a significant aspect of his fictional writing.In Where Angels 
Fear to Tread, artistic necessity impelled Forster to deal 
with it sunimarily. Yet, he was careful to work upon its 
thematic significance. The baby as a symbol of continuity is 
killed off as a literary device, but before the novel ends, 
Gino plans to marry again and with it his desire for 
progenition and continuity through his child (to be born) is 
confirmed. 
With Gino's love sanctified in the eyes of Caroline, she 
abandons all plans of 'rescuing' the child and taking it back 
to Sawston. Miss Abbott had changed sides. The child belonged 
'here' with his father. This was his world his place. She 
explains to Philip thus: 
" Do you want the child to stop with his father, who 
loves him and will bring him up badly, or do you 
want him to come to Sawston, where no one loves him, 
but where he will be brought up well? There is the 
question put dispassionately enough even for you. 
Settle it. "^ 2 
To understand Caroline's point of view and come round to 
it, Philip himself needs the sublimal influence of a divine 
moment for conversion. As Caroline solemnly and fervently puts 
it to him: 
"I wish something would happen to you, my dear 
friend; I wish something Would happen to you."^^ 
By making Caroline Abbott meet Gino before Philip, 
^^  Ibid.. p.150. 
" Ibid., p.151. 
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Forster paves way for Gino to tender an apology for his rude 
behaviour towards Philip eighteen months ago. An apology that 
would have been intolerable then, appears to Philip now 
(conveyed through Caroline) as a gesture of civility. Gracious 
and agreeable in expression it appeases Philip's vanity and 
helps to change his prejudiced mood: 
For romance had come back to Italy; there were no 
cads in her; she was beautiful, courteous and 
lovable, as of old.^* 
Thus Forster paves way for Philip and Gino to meet on neutral 
grounds at the opera. Though once again alive to the beauty 
and charm of Italy, Philip's response to its 'call' is 
different. Earlier Italy had appealed to the 'intellectual 
snob' in him. Then he had idealized its vision as an 
aesthetic entity . Despite his glorious enthusiasm he had 
failed to respond to the fundamental details of reality. His 
'undeveloped heart' (an aspect to be discussed in detail in 
the chapter of The Longest Journey) was impervious to the call 
of 'to connect.' But now Philip experiences the joy that is 
life at the opera. Thus a beginning has already been made for 
Philip to witness a 'moment of vision' in Gino's house-. 
There she sat, with twenty rules of view behind her, 
the dripping baby on her knee. It shone now with 
health and beauty...Just such a baby Bellini sets 
languid on his mother's lap, or Signorelli flings 
wriggling on pavements of marble, or Lorenzo di 
i« Ibid.. p.m. 
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Credi, more reverent but less divine, lays carefully 
among flowers, with his head upon a wisp of golden 
straw. For a time Gino contemplated them standing. 
Then, to get a better view, he knelt by the side of 
the chair, with his hands clasped before him. 
So they were when Philip entered, and saw, to 
all intents and purposes, the Virgin and Child, with 
Donor.^^ 
Though now kindly disposed towards Gino and aware of his 
affection for the child, Philip's insight of his opportunities 
remain unequal to that of Miss Abbott's. This moment of divine 
truth appeals to Philip only for its beauty and aesthetic 
meaning - as that of an Italian painting. Despite his newly 
acquired sensitivity (at the opera) to naturalness, 
spontaneity of affection and fellow feeling, he happens to 
view only the shallow surface of outward appearance, remaining 
indifferent to life's inner reality. To perceive the sublimal 
significance of the scene of Caroline with the baby, he has to 
be enrolled into the reality of existence and experience the 
moment, not only imaginatively but realistically as well. This 
transition in Philip from detachment to involvement takes 
place only after the baby's death. 
With Caroline withdrawing from-the * rescue mission' and 
Philip indifferent to its outcome, it'is left to Harriet to do 
the needful. And she does it by force - she kidnaps the baby. 
The kidnapped baby's face "bathed in tears" becomes a 
soulful reminder to Philip of the earlier scene when he had 
IS Ibid.,pp.140-141 
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seen the child "sprawling on the knees of Miss Abbott," 
glowing with life and vitality. Such a remembrance, juxtaposed 
with Harriet and the darkness, the poor idiot, and the silent 
rain - fills him with sorrow and sadness. Such a realization 
initiates him into the realm of existential reality which 
reaches its culmination in the child's death. 
The tragic death of the baby challenges Philip's entire 
outlook of life and jolts him into a state of awareness and 
involvement. He resolves: 
He and no one else must take the news to Gino. It 
was easy to talk of Harriet's crime - easy to blame 
the negligent Perfetta or Mrs. Herriton... if one 
chose, one might consider the catastrophe composite 
or the work of fate. But Philip did not so choose. 
It was his own fault, due to acknowledged weakness 
in his own character. •'•^  
Thus nursing his broken arm, he goes to confess to Gino, who 
in his anguish tortures him. Philip faints to regain 
consciousness for a 'vision,' that ultimately leads him to a 
perception of * higher' reality and transfigures details of 
ordinary life: 
All through the day Miss Abbott had seemed to Philip 
like a goddess, and more than ever did she seem so 
now.... Her eyes were open, full of infinite pity 
and full of majesty, as if they discerned the 
boundaries of sorrow, and saw unimaginable tracts 
beyond. Such eyes he had seen in great pictures but 
never in a mortal. Her hands were folded round the 
sufferer, stroking him lightly, for even a goddess 
can do no more than that. And it seemed fitting too, 
that she should bend her head and touch his forehead 
with her lips. 
16 Ibid.. p.166, 
42 
Philip looked away.,. as he sometimes looked 
away from the great pictures where visible forms 
suddenly become inadequate for the things they have 
shown us. He was happy; he was assured that there 
was greatness in the world. He would try 
henceforward to be worthy of the things she had 
revealed. Quietly...he underwent conversion. He was 
saved.^^ 
The scene becomes a means of inward perception and 
deliverance. He, too, like Caroline has been granted a vision 
at Gino's house. Subsequently, on the homeward journey 
Caroline's confession of her love for Gino appears to Philip 
as the incarnation of the divine in human. In order to save 
him "she had come, seen Gino and spoken to him again." She did 
what she would not have done otherwise. The thing was greater 
than he had imagined. He was glad that she had once held the 
beloved in her arms. To Philip she becomes the embodiment of 
truth, beauty and goodness. Caroline's confession of love for 
Gino extends Philip's understanding and heightens his 
reverence for the woman who had triumphed over her passion to 
reconcile the warring parties. He has reached love by the 
spiritual path: 
This woman was a goddess to the end. For her no love 
could be degrading: She stood outside all 
degradation. This episode, which she thought so 
sordid, and which was so tragic for him, remained 
supremely beautiful. To such a height was he lifted, 
that without regret he could now have told her that 
he was her worshipper too.^ ® 
•^^  Ibid., pp.172-173. 
" Ibid.,p.184. 
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In Italy both Caroline and Philip are granted a 
veneration of life and truth; an appreciation of the concept 
of harmony - the wholeness of being. The Italian experience 
has taught them to value life's immense possibilities - the 
physical and spiritual, earthy and heavenly, mundane and 
sublimal. This discovery of reality leads to the spiritual 
emergence of their being which eventually becomes their 
salvation. Their 'self• emerges out of the sham and hypocrisy 
of the Sawstonian life to achieve self-realization and 
fulfilment - the principal theme of the novel. Though 
conscious of the existential view of reality, Philip however, 
will continue a life of ideas, observing and appreciating 
possibilities rather than living it. Herein lies the 
difference in Caroline and Philip's experience. For Caroline 
has reached life's * inner reality' by apprehending, observing 
and living it, in contrast to Philip's mere observation and 
appreciation of it. 
Truly Italy is the "school and playground of the world." 
It purifies and ennobles all those who are willing to perceive 
and learn like Catoline and Philip. 
It is essential at this juncture to consider the mythic 
references in the novel which are artistically woven into the 
very narrative structure of the novel. Caroline in her moment 
of transcendence reaches mythopoeic heights. She appears as a 
goddess to both Gino and Philip. If at one stage she had 
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reminded Philip of *Madonna with child,' at another she 
assumes the grandiose stature of a "goddess" reminding him of 
the fair myth of Endymion. 
The mythopoeic dimension in the novel is as an artistic 
device, to substantiate and expand the thematic design. If in 
Where Angels Fear to Tread, it signifies the exalted status of 
the transformed Caroline Abbott's character; in A Room with a 
View, the myths of Phaethon and Persephone, Eros and Pallas 
Athene underline the master themes of acknowledging the 
demands of heart's affections and direct desire. 
Paganism plays a central role in the rendering of 
experiences that lead to Caroline and Philip's conversion and 
redemption. If the "silver stars", the "purple sky", and the 
"warm, sweet air" sensitize Caroline to life's vigour and 
vitality, the passionate joy of the life of instinct and 
senses; then the woods carpeted in a sea of violets during the 
spring season symbolize primal life, beauty and naturalness: 
The trees of the wood were small and leafless, but 
noticeable for this - that their stems stood in 
violets ...There are such violets in England, but 
not so many. . .and next March he did not forget that 
the road to Monteriano must traverse innumerable 
flowers.^^ 
Furthermore, the woods are also a source of regeneration 
for Philip. Ironically, the death of the baby occurs in these 
very woods, but for Philip the baby's death helps him to 
Ibid.,pp.24-25. 
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transcend the barriers of self imposed aesthetistn and become 
a means of realization and acceptance of life. The 
regenerative power of nature transmutes to awaken the 
spiritual core of his being. 
Two deaths take place in the novel. Lilia's death acts as 
a functional necessity, to activate the ^rescue mission' for 
the baby which subsequently leads the central characters 
through a process of learning, growth and conversion. However, 
the baby's death interpenetrates with the thematic structure 
at two different levels. Firstly, for the child to pass out of 
the woods alive would have meant an almost death-in-life 
existence. Thus death as a motif becomes a means of 'escape' 
for the baby. Secondly, it is instrumental in surprising 
Philip from his state of apathy and complacency. 
Philip who believed life to be a mere spectacle and of 
himself as an "honourable failure" - destined to pass through 
the world without "colliding or moving it, " is jolted by the 
baby's death from a state of spiritual unreality to that of 
spiritual reality. Philip's cognition of the idea of death 
leads to his reappraisal of life. It transforms his attitude 
to the issue of parent and ch-i Id relationship, causes him to 
reflect on his own fault and regulate himself, leads him to an 
understanding of Gino with pity and tolerance. Thus death can 
be seen as a thematic ideology of Forster's thinking and 
belief. It underlines the mortal fact of existence and helps 
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man to act morally. 
Where Anaels Fear To Tread as a novel upholds Forster's 
trust in spontaneous and natural responses as against those of 
conventional, dogmatic and conformist behaviour. Helping to 
convey it from the outset, is the myopic and puritannical 
figure of Mrs. Herriton synonymous with Sawston itself. Her 
efforts to regularize and arrange life into a neat pattern are 
destined to fail from the very beginning, as symbolized by the 
incident of planting peas. Despite her methodical efforts of 
sowing, "every one" of the seeds were gone, but "countless 
fragments of the letter remained." The letter (bearing the 
news of Lilia's engagement) torn in disgust by Mrs. Herriton, 
mocked loudly the failure of her designs to prevent Lilia's 
marriage to the Italian and to rescue the baby from his 
villainous father. Blind she is to the divine truths of 
existence and till the end remains enslaved to the call of 
social and conventional norms. It is .this ^ soulless diplomacy' 
and 'spiritual obtuseness' of Mrs. Herriton that paves the 
way for the Sawstonian fools to rush in where angels fear to 
tread. 
As evidenced from the above analysis of Where Angels Fear 
to Tread, the novelist's focus of interest is a place, in this 
instance a country - Italy. The principal theme of self -
perception, self-awakening and cognizance of the self is 
highlighted through the use of the chief metaphor of place. 
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The characters become subsidiary to it, though there are some 
who are naturally aligned to its symbolic significance. They 
become extensions of the central motif. The purpose is to 
employ all these symbols to enable the protagonists gain their 
awareness within the thematic framework of the dominant 
symbol. It goes without doubt that 'Nature' is one of the most 
prominent symbols, linked occasionally with the characters and 
at other times forming a backdrop for all actions and themes. 
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CHAPTER - III 
THE LONGEST JOURNEY 
Critically considered as the least perfect of Forster's 
fictional writings, his second published novel_,The Longest 
Journey (1907), remained his own favourite. He recalls the 
excitement of writing it as he managed to get nearer than 
elsewhere towards "...that junction of mind and heart where 
the creative impulse sparks. "^  From the moment of its 
conception to its publication, several ideas irtervened to 
enrich the original subject of a man " who discovers that he 
has an illegitimate brother." The novel becomes the metaphor 
for the 'self of Rickie Elliot, the protagonist, as he 
journey's through life in quest for self-knowledge. His search 
for self-understanding, takes him across three distinctive 
English cultures of Cambridge, Sawston and Wiltshire. These 
three modes of existence with their respective approaches to 
reality contend for the soul of Rickie as he oscillates 
mentally and emotionally from one to another. This constitutes 
the chief thematic concern and adds to the profoundity of the 
novel, interpenetrating the theme of self-realization is the 
concern for reality. Rickie struggles to face 'reality' both 
^ Author's introduction to The Longest Journev ( Harmondsworth :Penguin 
Books, 1989 ), p.lxvi. 
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'within' himself and 'without,' and thus come to terms with 
his 'self.' All the themes of the novel have an associative 
link with Rickie Elliot's life. 
In Howards End, the movement is of convergence towards 
the centre - the house, in The Longest Journey, the themes 
focalized in the figure of Rickie, act centrifugally, 
developing outwards from this centre. 
Cambridge introduces the intellectual or the metaphysical 
mode of reality with its emphasis on truth and honesty. 
Sawston advocates the conventional mode of reality with its 
stress on worldly success and respectability. Wiltshire 
endorses the natural and the simple mode of reality with its 
accent on the spontaneous and instinctive. It is the challenge 
of the Sawstonian world to the intellectual atmosphere of 
Cambridge and the natural state of existence of the Wiltshire 
region, that provides the dialectic drama of the novel. A 
quite hatred of sham and hypocrisy inspired Forster to treat 
thematically the inadequacies of the conventional mode of 
existence. For this purpose he had created the fictional world 
of the English suburbia - Sawston, in his very first novel 
Where Angels Fear to Tread. The Longest Journey, is a 
continuation of Forster's relentless exposure and drive 
against the 'soulless' and 'conventional valuations' of the 
Sawstonian world. These act as a deterrent to the life of the 
spirit, stifling the emotional and spiritual growth of the 
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individual. Such a conviction inspired Forster to make virtue 
of the emotional susceptibility of the tender heart, to uphold 
the values of the natural against the conventional; 
spontaneous against artificial; freedom against regimentation. 
Sawston gave to Forster the great theme of the 
'undeveloped heart' - a heart tutored in its responses and 
thus restricted in its natural process of growth. 
In his Notes on English Character , Forster claimed the 
Public School system as the causative factor of the 
'undeveloped heart,' which sent its young men into the world 
with "well developed bodies, fairly developed minds and 
undeveloped hearts." Thus the faults of England were the 
faults of the middle-class and the core of the problem was the 
Public School system. 
Forster's idea of the public theme versus private theme 
is synonymous with the concept of outer world versus inner 
world of Howards End. The public theme upholds the noirms of 
propriety, success and respectability against the private 
theme with its norm of individual quest for truth, love, 
friendship and wholeness of being. This forms the thematic 
core of all his novels. 
The essential dichotomy which characterizes Forster's 
works, stems from the opposition between the individual and 
the society. Forster perceived society to be inimical to the 
needs of the individual. Determinip^ in na^l)•r*a -it- r^ •ir-^ a^ es 
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the patterns of human action and relationship. Thus governed 
by the social norms, man ceases to be himself and blinds 
himself to his authentic feelings. But beneath this 'muddled' 
self, Forster believed that the 'true' self remained valid 
and potentially realizable. The realization or identification 
of the "true' self thus becomes the principal objective of his 
central characters. 
In the novels, characters are judged as 'saved' if they 
respond positively to the claims of the inner life, despite 
the restrictions imposed by the conventional morality of the 
day. Forster as a moralist stands apart. His moral earnestness 
rejects religious dogmas and moral "codes for his concept of 
morality relates to the philosophy that human beings should be 
'true to themselves.' The pursuit of honesty connects 
Forster's sense of spontaneous passionate impulse to this 
moral code, which guides the character towards passion and 
self-realization. Rickie's life in The Longest Journey, is 
treated as a 'spiritual event.' He defies the codes of polite 
behaviour with the help of Stewart Ansell (Cambridge) and 
Stephen Wonham (Wiltshire). By breaking away from the 
Sawstonian decrees of morality he' discovers a mental and 
spiritual honesty within himself. He not only accepts the 
illegitimate Stephen as his brother but begins to respect him 
as a hero, who was a law to himself and "great enough to 
despise the small moralities of the day." 
However, all this changes. Disillusioned and despairing 
of Stephen's break of promise, he succumbs to the demands of 
the 'unreal' again. He dismisses the whole affair with Stephen 
as a "ridiculous dream." The "mystic rose", "the face it had 
illumined", the "stream" meant nothing, the "bather", the 
"shoulders of Orion" all meant nothing to him now. But before 
conventions could claim Rickie and he forever be condemned as 
spiritually muddled, death intervenes "to weed out the 
failure." 
Death destroys him as well as saves him. It liberates 
Rickie from the social-moral constraints of life. It bequeaths 
him salvation, when he throws away his life to save Stephen's 
from being run over. Stephen, at the end whilst surveying the 
Wiltshire down is all humble gratefulness to Rickie. Thus, 
Forster makes the theme of death, a contextual necessity 
granting freedom and liberty, continuity and survival, 
realization and salvation to persons concerned. 
Within the flux of his experience, Rickie is offered the 
'eternal moment' or the symbolic moment of choice on the 
Cadbury Rings which attains thematic significance. 
Reverberating with spiritual implications, Rickie's failure to 
respond positively to the 'instant' condemns him to a life of 
mediocrity and spiritual sterility. 
Homosexuality as an undercurrent (perhaps) forms yet 
another thematic preoccupation of the novel. A subject that 
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finds immense possibility of expression in Maurice, was in The 
jjonqest Journey but a tentative suggestion due to moral 
acceptability and artistic constraints. Rickie's congenital 
lameness (physical disability) is possibily an indication of 
his homesexual nature. Sequences of male friendship, male 
bonhomie and physical horseplay contribute to the suggestion 
of the homosexual theme. His quest for truth or the reality of 
his own self may be interpreted in terms of his acceptance, 
resignation or compromise to this condition. 
The theme of continuity, a major concern in all 
Forsterian novels, finds in The Longest Journey its 
correlative in the figure of Stephen. Rickie is sacrificed at 
the alter of death, so that Stephen may live. The reference to 
Stephen's child at the end of the novel, is an affirmation of 
the theme of inheritance, continuity and race, a promise for 
the future. 
Physically, Rickie is dead but spiritually he lives on in 
Stephen who undertakes the responsibility of publishing 
Rickie's literary works. Furthermore^ Stephen's daughter named 
after their mother, commemorates Rickie's blood-relationship 
with her, marking in some sense his survival too. 
The pastoral coda of the novel salutes the beauty and 
majesty of the Wiltshire Downs. Stephen along with his 
daughter pays tribute to the spirit of the English bucolic 
scene, with its freshness and wilderness. Forster's main aim 
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is to celebrate and perpetuate the tradition of the English 
country-side, an objective that transcends the scope of The 
Longest Journey to become a major thematic concern of his 
later novel Howards End. The pastoral ending is not unique to 
the Longest Journey. Both Howards End (1910) and Maurice 
(written 1913-14 published 1971) resonate with pastoral 
suggestions at the conclusion . If Howards End concludes with 
the joyous celebration of the hay-harvest; Maurice has Alec 
and Maurice escaping to * greenwood' for happiness and self-
fulfilment. 
The dominance of the natural scene in The Longest Journey 
emphasizes the value of the 'earth' and calls for a 'return to 
nature.' Wiltshire, is Forster's poetic evocation of the 
Wessex spirit-pagan, natural and instinctive. His creed is of 
an 'instinctive earthy acceptance.' 
Rickie's short stories echo the Porsterian sentiment of 
getting in touch with nature. Stephen is a pagan incarnate, on 
whom " the sun and winds had worked daily even since he was 
born." Forster's love for the English rural scene led him to 
envision England's landscapes endowed with mystic and 
pantheistic possibilities. It was such an England that made 
Rickie pretend that her "trees and coppices were alive." 
Lurking beneath Forster's eulogy of the rural scene was 
his distress at the growing menace of the modern times. The 
urbane and scientific developments were a challenge to all 
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that was simple and natural. In his introduction to the novel, 
Porster expressed his gladness to have known the expansive, 
natural English country-side before its roads became too 
dangerous to walk on; its rivers too dirty too bathe; its wild 
flowers and butterflies decimated by arsenic spray. 
The novel transcends into an expanse of symbolic 
significance because of the focussed correspondence between 
its thematic thrust and symbolic design. The triadic structure 
of Cambridge, Sawston and Wiltshire singularly contributes to 
the novel's symbolic organization. With their distinctive 
topographical settings and atmosphere they become embodiments 
of contrasting attitudes to life. They group around Rickie as 
opposing forces to magnify his moral and spiritual dilemma. 
If Cambridge epitomizes the intellectual and liberal mode 
of existence, Sawston embodies the conventional and the 
conformist attitude; and Wiltshire advocates the instinctual 
and the spontaneous approach. Each of these disparate worlds 
have their appropriate individual types to represent the 
distinctive and divergent human modes of consciousness. For 
example, Ansell - the clever unconventional scholar at 
Cambridge is committed to a life of truth-telling and pursuit 
of honesty: Herbert Pembroke - of Sawston is a genius at 
organising and systemising life into a conventional mould. 
Assisting him in his objective is Agnes Pembroke - his sister. 
She frustrates Rickie's attempt to accept the 'eternal 
( ( Acc. No )"*"' 
.T. 
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moment,' stifles the voice of truth and muddles Rickie's 
perception of life's reality. Stephen Wonham - of Wiltshire is 
almost a personification of the natural forces. His 
personality endorses the validity of instinct , passion and 
inner life. Caught among these contending forces is Rickie 
Elliot - a hopeless idealist, who with his Shelleyan approach 
to life tends to experience it symbolically rather than 
realistically. The symbolic resonance of the novel may well be 
perceived by probing into these major character types. They 
represent a definite existential leaning through their life. 
The interaction of these characters explores the thematic 
conflict of the ideal and the worldly, truth and convention, 
urge for personal freedom and spontaneous feeling against the 
pressure of class-codes and social norms. The reality of 
character and symbols conjoin to create the impression of a 
symphonic rhythm. 
Forster's technique of endowing places with definite 
symbolic connotations is evident from his very first novel. 
From Italy to England, Monteriano to Sawston, the Towers of 
Monteriano to the Piazzo Pubblico, so to in The Longest 
Journey the house at Cadover, the Madingley Dell and Cadbury 
Rings have specific symbolic meanings. Cadover spells 
insecurity for Rickie; Madingley Dell is synonymous with 
Rickie's own self and Cadbury Rings is the abode of truth, 
with its 'lone tree' at the centre. Furthermore, Forster's 
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strong 'sense of place' made him keenly perceptive of their 
distinctive atmosphere and particular character. Places 
evoking the intangible sense of reality became for Forster 
habitats of their guardian spirit the 'genius loci.' Such a 
spiritual manifestation made him conscious of the Cadbury 
Rings of the Wiltshire Downs and the house Howards End of 
Hertfordshire as spiritual entities capable of evoking a sense 
of vision, of transforming characters and of granting 
salvation. 
As mentioned earlier the symbolic purpose of the novel is 
not to obscure its meaning but rather to make the novel more 
informative and instructive. Though the symbols are taken from 
the everyday world, Forster endows them with a meaning 
commensurate with his own belief and thematic design. Thus, 
death is once again an instrument of granting liberation and 
salvation to Rickie; the child becomes a symbol of continuity 
and promise; the natural world with its hills and meadows, 
flora and fauna reinforces the * earth' attitude, upholding the 
values of instinct, simplicity and spontaneity. Infact, 
'earth' becomes a variant for 'truth' and reality, a 
touchstone to determine the 'sheep' from the 'goats, ' the 
'saved' from the 'lost.' 
The Longest Journey boasts of a certain class of symbols 
that occur very naturally in the narrative of the novel, yet 
have been created to enhance or expand the thematic nuances. 
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The "cow" of the apostolic discussion group, the "circle 
inside the square", the "paper-boat-flame" add a metaphysical 
dimension to the novel in the context of its central theme of 
reality. 
The Forsterian device of weaving mythic images and 
legends into the novel, add to its symbolic complexity. The 
allusion to "Orion" and "Demeter" in The Longest Journey, 
interpenetrates with the thematic pattern rendering it more 
suggestive and effective. 
Forster's personal experience of 12 September 1904, 
became the creative stimulus for writing The Longest Journey. 
In his introduction to the novel, Forster described the 
'momentous encounter' with a club-footed shepherd at Figsbury 
Ring near Salisbury thus: 
I caught fire up on the Rings. . .It was breathing the 
air and smelling the fields, and there was human 
reinforcements from the shepherds who grazed up 
there. They and I talked about nothing...The whole 
experience, was trivial in itself but vital to the 
novel, for it fructified my meagre conception of the 
half brothers, and gave Stephen Wonham, the bastard, 
his home. Figsbury Rings became Cadbury Rings...and 
that part of The Longest Journey was born.^ 
In the published novel, RicJcie Elliot the Cambridge 
Scholar is the "congenital clubfoot." He is pitted against 
Stephen Wonham of Wiltshire - a kind of a cynical ploughboy 
"dowered with coarse kindliness and rustic strength." It is 
Ibid., p.lxvii. 
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against Stephen that Rickie's misery and weakness stands 
vividly relieved. 
The novel revolves round the central character of Rickie 
Elliot. His life is a series of stiruggles and conflict that 
supposedly end prematurely in failure and futility. A product 
of loveless marriage, suffering from hereditary lameness and 
orphaned as a child, he lives and labours under a sense of 
inadequacy and insecurity. Forster delineates him as 
temperamentally introspective, intellectually mediocre but 
imaginatively alive. 
The Cambridge section introduces him as a happy and 
contented man. Cambridge provided him with shelter and 
security; warmth and assurance that., hitherto had evaded him. 
He felt as one who had escaped from the dangers of the world: 
He felt almost as safe as he felt once when his 
mother killed a ghost in the passage by carrying him 
through it in her arms.^ 
The intellectual candour, easy intimacy, spirit of 
friendship and fraternity of the Cambridge atmosphere gave 
Rickie the opportunity to exercise his imaginative and poetic 
inclinations. His short stories became the expression of this 
sense of freedom, happiness and contentment. If Cambridge was 
the expression of Rickie's mental and emotional self; 
Madingley Dell was the spiritual expression of his 'self- a 
^ E.M.Forster, The Longest Journey { Harmondsworth : Penguin Books, 1989 ), 
p. 59. 
(All subsequent textual quotations are from this edition) 
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'haven' for his imagination to counter the demands of the real 
world. Its * enchanted air' became the haunt of his stories, 
which called for 'return to nature.' 
The book opens with the question - Is the cow there or 
not? The apostolic group was discussing philosophy in terms of 
a "cow" rather than argue about subjectivity and objectivity. 
Ansell pits his 'objective view' against the 'subjective view' 
of Tilliard. Rickie's contribution to the argument is limited 
by his romantic approach: 
...Great herds of them stood browsing in pastures 
where no man came nor need ever come; or plashed 
knee-deep by the brink of impassable rivers. And 
this, moreover, was the view of Ansell. Yet 
Tilliard's view had a good deal in it. One might do 
worse than follow Tilliard, and suppose the cow not 
to be there unless oneself was there to see her. A 
cowless world, then, stretched round him on 
everyside. Yet he had only to peep into a field, and 
click! it would at once become radiant with bovine 
life.^ 
The contextual relevance of their debate helps to focus on : 
i) The metaphysical aspect of reality. 
ii) Rickie's imaginative approach to reality . 
iii) Validity of Ansell's opinion of Agnes . 
Intellectually inferior to Ansell and other Cambridge 
scholars, Rickie as a member of the Cambridge Society dwells 
and shares a life of intellectual pleasures. It is a life in 
contrast to his earlier unhappiness at school. However, 
Rickie's happy days become numbered with Agnes's arrival. It 
* Ibid., pp.4 -5. 
61 
marks the beginning of the Sawstonian influence on him. 
Forster's description of Agnes's entry into Rickie's room 
is symbolically suggestive of her state of inner reality. Her 
presence disrupted the apostolic discussion. As she turned on 
the "electric light," Rickies friends were seen "flying from 
the vision like mist before the sun." The factual detail of 
the "electric light" highlights the artificiality manifested 
in the figure of Agnes. She appears to be what she is not. 
This is the 'reality' of her persona. But Rickie with his 
imaginative leaning succumbs to the associative romanticism of 
her arrival: 
"....And I thought she came into the room so 
beautifully. Do you know - oh, of course, you 
despise music - but Anderson was playing Wagner, and 
he'd just got to the part where they sing 
'Rheingold! 
Rheingold!' 
and the sun strikes into the waters..."^ 
Rickie's imaginative enthusiasm which endows Agnes with 
a false sense of reality, later transfigures an 'ordinary' 
love scene between Agnes and Gerald into a 'legend' of love. 
This romantic consecration of the lady as a 'goddess' 
overwhelms Rickie's being. He finds her everywhere - "in 
poetry, in music, in sunset." He loved her but "to love the 
woman he venerated was a crime." She should never know of his 
feelings was his avowal, but Agnes renders his efforts 
ineffective: 
Ibid., p.16 
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She was calling from the dell. She could call as 
loud as she liked. The devil had done much, but he 
should not take him to her. 
"Rickie!" - and it came with the tones of an angel. 
He drove his fingers into his ears and invoked the 
name of Gerald. . .A bird called out of the dell: 
"Rickie!" 
A bird flew into the dell.^ 
The scene symbolically represents Agnes's * invasion' of 
the protagonist's spiritual haven - the "Madingley Dell" and 
the conquest of his soul. From this moment onwards Rickie's 
fortunes become inextricably connected with the Pembrokes. 
Deeply enmeshed in the materialistic world of Agnes, Rickie's 
very existence becomes condemned in Shelleyan terms as "the 
dreariest and the longest journey of his life." Rickie's 
resultant decision to wed Agnes is shrouded in a web of 
symboli c image s: 
...it was unfortunate that the morning was foggy. 
His train had been stopped outside Sawston station, 
and there he had sat.. .listening to the unreal 
noises from the line, and watching the shadowy 
figures that worked there. The gas was alight in the 
drawing room, and in its depressing rays he and 
Agnes greeted each other, and discussed the 
momentous decision of their lives.^ 
The images of the "foggy morning", "shadowy figures", 
"unreal noises", "depressing rays of gas light" all are 
premonitive indications of their future married state. The 
catastrophic result of their union is foreseen and commented 
upon by the astute and sensitive Ansell thus: 
^ Ibid., p.73. 
•^  Ibid. , p.151. 
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"She is happy because she has conquered he is happy 
because he has at last hung all the world's beauty 
onto a single peg. He was always trying to do it. He 
was used to call that peg humanity, will either of 
these happiness last? His can't. Her's only for a 
time. I fight this woman not only because she fights 
me, but because I foresee the most appalling 
catastrophe..."® 
All Ansell's efforts to make Rickie realize the 'truth of 
Agnes' existence are in vain: 
"Did it never strike you that phenomena may be of 
two kinds: one, those which have a real existence, 
such as the cow; two, those which are subjective 
product of a diseased imagination, and which, to our 
destruction, we invest with the semblance of 
reality? If this never struck you, let it strike you 
now."^ 
Even his invocation of Rickie's love for "mankind" falls on 
deaf ears: 
"You never were attached to that great sect "who can 
like one person only, and if you try to enter it you 
will find destruction. . . . Man wants to love mankind; 
woman wants to love one man. When she has him her 
work is over....He cares for a hundred things 
besides and demand not only a wife and children, but 
also friends, and work, and spiritual freedom. 
I believe you to be extraordinarily civilized.-"-^  
Forster develops Sawston as an exact antithesis of 
Cambridge with its objective of 'succcess' not truth; its 
encouragement of ,*espirit de corps' not brotherhood and its 
claim to be the 'world in miniature/ Sawston conceptualizes 
Forster's theme of the 'undeveloped heart' and the English 
* Ibid., p.80. 
' Ibid.,p.l7. 
10 Ibid.,p.8l. 
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Public School system. His own experience had convinced him of 
its pernicious effect on the middle-class-culture and 
morality. It represented culture marked by spiritual 
shallowness, constricting conventions and neglect of emotional 
and spiritual life. Forster held the 'public school' 
responsible for English school boys failure in facing the 
complexities of life. It taught them to believe that the 
school was the 'world in miniature' and sent them out into the 
world with 'undeveloped hearts' and mistaken notions of life 
and reality. 
Stewart Ansell as Forster's spokesman in The Longest 
Journey, denounces the idea of "I am the great world" in no 
uncertain terms: 
"The little earth is full of tiny societies, and 
Cambridge is one of them. All the societies are 
narrow, but some are good and some are bad - ... The 
good societies say, 'I tell you to do this because 
I am Cambridge' . The bad ones say, 'I tell you to 
do that because I am the great world'. They 
lie...."^^ 
Thus the Forsterian doctrine of the 'undeveloped heart' 
becomes the thematic extension of his theory on the English 
Public School system. In The Longest Journey, the Dunwood 
House/ Public School equivalent demonstrates the ene'rgies and 
processes responsible for creating the 'undeveloped heart' 
syndrome individual. Forster's fictional world abounds with 
such characters. They range from pedantics like Cecil Vyse,-
unimaginative businessmen like Henry Wilcox,- pompous prigs 
^ Ibid.,p.63. 
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like Herbert Pembroke; self-righteous officers like Ronny 
Heaslop; and complacent, smug, hypocrites like Clive Durham. 
Thus Rickie's marriage to Agnes results in a change of 
occupation as well as values and ideals. It sucks him into the 
quagmire of conventional life at Sawston. He compromises his 
ideals of human fellowship and pursuit of reality with life's 
second best. Enmeshed in forces of spiritual unreality he 
jeopardizes his chance of salvation, which necessitates a 
vision of truth and life, and a safeguard of inner integrity 
against the corrupting forces of conventions. To gain it, 
Rickie has to undergo a new order of experience in the 
entirely different setting of Wiltshire, a pastoral world 
embodying the values of instinct and direct physical 
experience over intellectualism and conventionalism: 
He would compare Cambridge with Sawston, and either 
with a third type of existence, to which for want of 
a better name, he gave the name of "Wiltshire".-^^ 
The rural world of Wiltshire demonstrates the simple life 
syndrome of the Romantics and its associated notion of the 
'noble savage. ' Stephen Wonham is Forster's delineation of the 
natural man. His life led in close harmony with nature accords 
with his natural moods and inclinations conducted with honesty 
and unself consciousness. It is far removed from the 
pretensions of the urbane. Ansell describes his meeting with 
Stephen as a "momentary contact with reality." However, 
•^  Ibid. , p.155. 
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Forster's appreciation of Stephen is distinct from 
idealization. Of him Rickie wondered "how a bad temper could 
be so consistent with a mind so radiant." To Ansell, Stephen 
gave the idea of an animal with just enough *soul' to 
contemplate its own bliss. 
In him, Forster conceptualizes the fictive idea of the 
'illegitimate half-brother, ' a discovery made during his visit 
to Cadover. The Cadbury Rings with the lone *tree' at its 
centre is Forster's choice of place for this dramatic 
revelation. Cadbury Rings as natures phenomenon are exposed 
and open in structure. They convey the impression of a view. 
View is Forster's metaphor for the vision of reality or truth 
of life. That afternoon, as Rickie stood in the centre of the 
Cadbury Rings the entire country lay before him. The lone 
'tree' beckoned him to acknowledge the 'truth'- the reality of 
Stephen's birth. This moment becomes Rickie's symbolic moment 
of choice. It tests his moral and spiritual courage to accept 
Stephen (as his half-brother) in the face of this frightening 
reality, with total disregard for the moral dogmas and social 
stigmas that condemned Stephen as a "blot on God's earth." 
As evidenced in Forster's novels 'epiphany' is the 
spiritual manifestation of life's offered moment, wherein the 
protagonist's positive response leads to personal salvation. 
Rickie's initial reaction to the news leaves him cold and 
faint with horror: 
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He started running, missed the exit, stumbled on the 
inner barrier, fell into darkness -
He woke up. The earth he dreaded lay close to his 
eyes, and seemed beautiful. He saw the structure of 
the clods. A tiny beetle swung on a grass blade. On 
his own neck a human hand pressed, guiding the blood 
back to his brain. Then broke from him a cry, not of 
horror but of acceptance for one short moment he 
understood... .^^ 
In those brief moments, things stood clear before him, 
Stephen's touch revived Rickie physically by "guiding blood to 
his brain ;" the contact with the "earth" awakened him 
spiritually to the sense of reality. Imaginatively alive, 
Rickie realizes the significance of the moment and tries to 
explain thus : 
"...here and there in life we meet with a person or 
incident that is symbolical. It's nothing in itself, 
yet for the moment it stands for some eternal 
principle. We accept it, at whatever cost, and we 
have accepted life. But if we are frightened and 
reject it, the moment. . .passes ; the symbol is never 
offered again." -^^ 
Before Rickie could respond to it himself and discover the 
joyous mystery of brotherhood and nature, Agnes intervenes to 
frustrate the moment of truth. As an embodiment of life 
denying forces and a product of the conventional society, she 
is more concerned in saving face. Her idea of 'saved' is in 
contradiction to Forster's ideal of salvation. Mrs. Failing 
too, joins hands with the forces of 'spiritual darkness' to 
" Ibid., p.130. 
" Ibid.. p.136. 
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keep Stephen in ignorance of the relationship: 
Indeed, Mrs. Failing was in an awkward position. 
Rickie had irritated her, and in her desire to shock 
him, she had imperilled her own peace. She had felt 
so unconventional up on the hillside, when she 
loosed the horror against him; but now it was 
darting at her as well. Suppose the scandal got out. 
Stephen, who was absolutely without delicacy, would 
tell it to people as soon as tell them the time.^^ 
The scandal revived would disturb the social harmony of 
Cadover, where she held a prominent position. After all, she 
was "talked about, respected, looked upto" and therefore, she 
tried to "retrace her steps." 
Rickie's failure to act upon this knowledge of the moment 
becomes his greatest tragedy. His inability to stand upto 
Agnes, destroys his faith in his own sight and vision. 
Gradually he comes to accept the false situation and condemns 
Stephen as the "fruit of sin." Rickie's life has become a 
spiritual muddle. Though he remains-conscientious and decent 
the "spiritual part of him proceeded towards ruin." 
Structurally as well as symbolically, the Cadbury Rings 
complement the image of the "square within a circle" drawn by 
Ansell: 
He... watched his clever friend draw within the 
square a circle, and within the circle a square, and 
inside that another circle, and inside that another 
square. 
"Are they real?" 
"The inside one is - the one in the middle of 
everything, that there's never enough room to 
15 Ibid.,p.134, 
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Forster's message is clear , that man must seek the 
'innermost reality' the mystic circle where truth lies. For 
Rickie the Cadbury Rings represent this innermost mystique, 
where the truth of Stephen is revealed. It is this reality 
that he has to accept in order to save himself. 
Apart from focussing upon this main contention of the 
novel, Rickie's trip to Cadover is significant from yet 
another angle. In terms of plot, the journey may be marginal 
in intent, yet it suggests otherwise. That their (Rickie-
Agnes) train had run over and killed a child just before 
reaching Cadover, is symbolically interpretative at three 
levels. Firstly, the death of the child is ominously 
suggestive of the death of Rickie's own child later. Secondly, 
the accident acts as a gauge to assess the essential nature of 
the important characters. Sensitive by temperament, Rickie 
tries to absolve himself of moral responsibility. He claims 
that his train did not cause the tragic accident, just as 
later he accepts Agnes's faulty logic to exonerate himself for 
not telling Stephen the truth-"you tried to tell him, 1 
interrupted. It's not your fault." Stephen's angry cry demands 
preventive measures - "There wants a bridge " whereas Agnes 
and Mrs. Failing remain remarkably indifferent to the 
incident. Thirdly, Rickie himself would be run over and killed 
IS Ibid.. p.17. 
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while attempting to save Stephen at the same crossing. The 
death of the child may have been an unnecessary sacrifice but 
Rickie's own death does not go wasted. For a bridge gets 
constructed at the level crossing. Furthermore,his death helps 
to bridge the gulf between his own feelf and Stephen. 
It takes Rickie two unhappy years at Sawston to realize 
the meaninglessness of his existence. It was a life sans love 
and conviction. He had hoped to forget himself in his child, 
just as his mother had forgotten herself in him. To him the 
child became a new symbol for the universe, a fresh "circle 
within the square." A hope, a promise for the future. But with 
the death of his child (daughter) his disillusionment with 
life was complete. 
At this critical juncture, botTi Stephen and Ansell are 
reintroduced into Rickie's life. They enter Sawston as symbolic 
forces of naturalism and intellectual honesty to rejuvenate 
him to a life of spiritual reality. 
In trying to advance her own fortunes, Agnes has Stephen 
turned out of Wiltshire. But he falls like a "thunderbolt on 
Sawston and on, herself." In trying to gain Mrs. Failing's 
money she probably loses what would have been her own. Her 
efforts to keep Stephen away from Dunwood House and Rickie's 
life boomerang because of Ansell. This was the moment Ansell 
had been waiting for. He had professed to Widdrington that 
"when the moment comes I shall hit out like any ploughboy" to 
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rescue him from the "ghastly woman" : 
"You can't fight Medusa with anything else. If you 
ask me what the Spirit of Life is, or to what it is 
attached, I can't tell you. I only tell you watch 
for it. . . I trust myself to know it anywhere, and to 
use it rightly."^^ 
In Stephen he found the "spirit of life" to counter Agnes. As 
the apostle of truth, Ansell in a rather dramatic scene helps 
Rickie to repudiate the existence of conformity and 
compromise. Thus he moves towards, a new life, purged and 
purified by his suffering. The tearing of the "old photograph" 
of his dead mother symbolizes his attempt to retract his life 
from the hold of the dead past. He tries to take to a life 
nearer in spirit and faith to nature: 
He longed to be back riding over those windy fields, 
to be back in those mystic circles, beneath pure 
sky. Then they could have watched and helped and 
taught each other, until the word was a reality, and 
the past not a torn photograph, but Demeter the 
goddess rejoicing in the spring. •'•^  
The Wiltshire Section, is a symbolic statement of the 
theme of ethical reality, as well as the assertion of the 
supremacy of the * earth.' Rudely awakened to acknowledge 
Stephen as a man and not as a half-brother, he responds to 
Stephen's call to "come" with him: 
"They've , no use for you here-never had any, if the 
truth was known - and they've only made you 
beastly'... It's common sense that you should 
•^' Ibid. , p.181. 
*^ Ibid. , p. 255. 
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come."^^ 
Stephen's "voice" endorses the Forsterian belief in ancestral 
worship and the dead, Rickie realizes that sex may change but 
a "voice" lies nearer to the "racial essence" and it "can over 
leap one grave." 
The subsequent scenes of brotherly camaraderie and 
companionship between Rickie and Stephen, focalize the 
Forsterian concern for continuance. Of striking significance 
is the scene of the paper-fire-boat. It achieves the double 
distinction of being a 'visionary moment' as well as a 
symbolic endorsement of the theme of continuity: 
The paper caught fire from the match and spread into 
a rose of flame...they laid it flower-like on the 
stream ...then the flower sailed into deep 
water....Then it vanished for Rickie, . ..but 
Stephen, who knelt in the water, declared that it 
was still afloat...burning as if it would burn 
forever.^° 
Stephen as the Forsterian choice for 'continuity' or 
'perpetuity' renders significant an earlier dream of Rickie.-
Yet again did he awake and from a more mysterious 
dream. He heard his mother crying. She was crying 
quite distinctly in the darkened room. He whispered, 
"Never mind, my darling, never mind" and a voice 
echbed, "Never mind - come away - let them die 
out". . ." He lit a candle and the room was empty. Then 
hurrying towards the window, he saw above mean 
houses the frosty glories of Orion.^ -^  
" Ibi(J.,p.257. 
^° Ibid..pp.272-273. 
" Ibid.,p.193. 
73 
"Let them die," is a reference to his own child who was 
dead and Rickie had avowed that no baby would be born to him 
again. Thus Rickie would not contribute to posterity. Stephen 
(Orion) not he would have children and keep the flame of 
continuity "burning forever." 
Stephen's physicality, primeval and earthy quality 
reminded the romantic Rickie - of the Greek legend of Orion -
the great hunter, an embodiment of manliness and strength. 
Born from the earth he came to symbolize the indestructible 
essence of man - his power to continue, as well as the notion 
of earthiness and naturalness. Forster, artistically employs 
the symbolic force behind the myth of "Orion" and "Cnidus 
Demeter" to reinforce the theme of survival and continuity. 
Mrs. Elliot is conceived and portrayed in light of the 
ancient powers of the earth. Sensitive and alive to the earth, 
to her the world was beautiful beyond the laws of beauty. She 
evokes the vision of Demeter the earth goddess, symbolic of 
life force, fertility, an embodiment of regeneration, a hope 
for the future. 
If Stephen represents one mythopoeic aspect of Cnidus 
Demeter- her promise of fertility and continuity; then Rickie 
embodies the suffering and grief borne by the goddess at the 
loss of her daughter Persephone. The symbolic correspondence 
between Rickie and Demeter is emphasized at the end of the 
novel. Rickie too lies "shattered at the knees" like the 
74 
broken statue of Cnidus Demeter. 
Stephen's 'survival' emphasizes continuance as a physical 
phenomenon as much as it connotes continuity as a spiritual 
manifestation. As the child of love, he truly embodies the 
spirit of his parents.-
They both cared for work and living in the open. . . 
Their love of beauty like their love for each other, 
grew not from the nerves but from the soul.^ '^  
Accordingly, their son inherits their love and trust of 
nature. He endorses the creed of-, earthly existence, for 
Stephen is the true inheritor of the spirit of the earth: 
He was alive and had created life...he believed 
that he guided the future of our race, and that, 
century after century, his thoughts and his passions 
would triumph in England. The dead who had evoked 
his, the unborn whom he could evoke - he governed 
the paths between them. By whose authority.^ -^  
The consciousness of being "alive" is a reminder of his 
indebtedness to Rickie. His power to procreate, to guide the 
" Ibid., p.237. 
" Ibid., p.289. 
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future fills him with a sense of gratitude "can he notice the 
things he gave me?" Stephen asks himself. Twice, Rickie saved 
him from possible death. At Dunwood House he prevented the 
drunk Stephen from falling over the bannister. And the final 
time he saved the inebriate Stephen from getting run over at 
the level crossing but at the cost of his own life. 
Once again, 'death' a medium of destrucion becomes the 
instrument of survival and continuity. Rickie with his 
hereditary lameness (a possible veiled suggestion of 
homosexuality) is doomed to extinction. Whereas in Stephen the 
"flame of continuity" burns for ever. The reference to 
Stephen's child in the final coda promises a part of Rickie's 
survival too. His blood - relationship to the little girl is 
commemorated in her being named after their mother. 
Rickie's act of saving Stephen endows him with a heroism 
denied in life. At the time of death, he is totally a 
disillusioned man. The half-brother proves to be too fallible 
a human to keep his promise. Still demanding what is unreal, 
Rickie foresees spiritual bankruptcy and ruin - both for 
Stephen and himself. The woman he loved - his mother would die 
out "in drunkeness and debauchery." Her "strength" and 
"beauty" dissipitated in a man like Stephen. Convinced of 
having made a mistake in trusting the earth' nothing remains 
for him but to return to his wife. But before the world of 
conventions could claim and corrupt him- again. Forster kills 
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him. Death saves him from returning to the miasma of the 
conventional world and frees his 'self from a living death of 
conformity and compromise. A life of spiritual hypocrisy! His 
death bequeaths salvation, as it does for Stephen : 
The body was dust...the spirit had fled...never 
to know that it bequeathed him salvation.^* 
Transcending in thematic importance is Forster's 
conviction of the supermacy of the earth over conventions. It 
counter challenges Mrs. Failing's warning to Rickie "beware of 
the earth": 
"We are conventional people and conventions...are 
majestic in there way and will claim us in the 
end. "2^ 
The novelist devises two separate incidents to proclaim 
symbolically the dominance of the earth. In the first 
instance, Stephen (the correlative of the natural forces) 
breaks the glass of Cadover (the house of conventions) with a 
"lun^ ) of chalk." In the second instance, the symbolic 
interplay between Rickie's thought and action confirms the 
victory of the earth (chalk) over convention (coffee cup). As 
he mused on the primacy of conventions "the chalk slipped from 
his fingers, and fell on the coffee cup which broke." 
'Earth' as the variant of 'reality' becomes the 
Forsterian touchstone to determine the 'saved' from the 
" Ibid., p.289. 
" Ibid.. p.276. 
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'lost.' Characters living close to the rhythms of nature are 
'saved' from the corrupting influences of the convention 
ridden society. It grants them a 'self more holistic and true 
to the promptings of the heart. In woman characters the 
emphasis is on the elemental and intuitive type - Mrs. Wilcox 
and Mrs. Moore. In men the stress is on the athletic type -
figures of masculinity and physical attractiveness - Gino, 
Stephen and George belong to this category. Coarse and 
unrefined they may be, but they are delineated as more 
sensitive, sincere and human than their rational, intellectual 
and conventional, counterparts - Philip, Cecil, Rickie, Ronny 
etc. Their's is a more wholesome attitude to complex issues 
that demand passionate, emotional response. In the eyes of the 
society, Stephen is a "blot on god's earth," for he is the son 
of people who have sinned against society. But Stephen's own 
outlook on the subject is characterized by a liberalism that 
is to be found wanting in the properly educated. Talking to 
Ansell he explained thus: 
"Rickie and Agnes are properly educated, which leads 
people to look at things straight, and not go 
screaming about blots. A man like me with just a 
little reading at odd hours - I've got so far, and 
Rickie has been through Cambridge."^° 
But later events reveal, how wrong he was in his assumption. 
Forster, through his 'athletic types endorses the greek 
view of life. It aims at balance and 'harmony' a balance of 
26 I b i d . , p . 2 1 7 . ^ ^ ^ ; ; ^ A z c d / ; . •...^ 
\ 
Ace. No )^ 
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body and soul. Demonstrating the pagan in human behaviour, the 
natural Stephen extols the beauty - of naturalness, simplicity, 
spontaneity and primitiveness. As the * inheritor of England' 
he contains the potential for both the intellectual and the 
imaginative. 
Forster with his careful symbolic patterning rounds of 
the novel on a pastoral note: 
Out in the west lay Cadover and the fields of his 
earlier youth, and over them descended the crescent 
moon. His eyes followed her decline, and against her 
final radiance he saw. or thought he saw, the 
outline of the Rings...^ "^  
The scene of Stephen and his daughter sleeping out in the open 
down of Wiltshire, glorifies not only a sense of close 
intimacy with the earth, but affirms - a promise for the 
future. The novelist works out his vision in the character of 
Stephen. 
The final scene is symptomatic of the conclusion of all 
Forster's novels. It aims at a future open to speculation and 
interpretation. In The Longest Journey like Howards End and 
Maurice. Forster summons an image of close relationship and 
enduring bonds; of a promise that is to be ... 
Forster's The Longest Journey moves along familiar lines 
with a shifting of focus on character rather than locale. The 
format remains the same. However, the locale becomes 
subsidiary to the protagonist's thematic quest for awareness. 
Ibid.. p.289. 
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Progressing from experience to experience through familiar 
modes, the individual graduates into a final realization 
about the truth of existence. Nature as usual becomes a 
powerful symbolic motif with different names and emphasis. The 
movement in this Forsterian novel begins from the epicentre 
outwards.The focal point or the epicentre in The Longest 
Journey lies in the character of Rickie Elliot. All major 
symbols interacting with each other highlight the principal 
theme. 
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CHAPTER - IV 
A ROOM WITH A VIEW 
A Room with a View which appeared in 1908, is Forster's 
third published novel. Its origin goes back to Forster's stay 
of October 1901 in Florence. However, he deferred its 
completion twice so as to write his other two novels - Where 
Angels Fear to Tread (1905) and The Longest Journey (1907) . 
This fact is evidenced from the surviving parts of the 
manuscripts of the novel's two earlier versions - Old Lucy 
(winter 1902-1903); New Lucy (December 1903) . The finished 
novel is a more ambitious work of art of an experienced 
writer, who had achieved greater mastery over his material and 
technique. 
A Room with a View, distinguishes itself as Forster's 
only novel to end with the happy wedlock of its hero and 
heroine. Though a light-hearted social comedy, Forster endows 
it with the usual artistry and complexity associated with his 
fiction. By exploring wider social and moral issues he helps' 
it to transcend the banality of a mere love story. The central 
issue facing Lucy Honeychurch - the heroine, is the 
realization and response to the ^holiness of direct desire,' 
an essential adjunct to personal salvation. 
Apparently A Room with a View deals with the individual 
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theme of learning and growth leading to self-knowledge and 
spiritual fulfilment. However, inextricably interwoven with it 
is the theme of 'pagan quest' in physical life. In Wher^ 
Anaels fear to Tread, both Caroline and Philip had felt and 
realized its significance but were unable to quench it. In the 
present novel, Forster celebrates the theme of "passion 
requited" and "love attained." This physical realization of 
love and passion paves way for spiritual fulfilment. The 
conclusion of the novel glorifies this concept of 'higher 
love' wherein Lucy and George as lovers participate in love's 
glorious continuity. 
Continuing the regional format of Where Angels Fear to 
Tread. in the present novel we again have the familiar setting 
of Italy and suburban England. Each with its distinctive 
cultural approach and ethos, represent the thematic conflict 
of culture. Italy as.the embodiment of the broad, uninhibited 
approach to life is contrasted with the narrow, rigid and 
inhibited response of the British suburbia. 
While exploring these two varied and antithetical 
attitudes to life,' A Room with a View establishes the inimical 
response of 'society' to the 'individual need.' It focusses on 
the restraining effect of conventional norms, upon the 
spontaneous and natural behaviour of the individual . Thus it 
restricts the development of inner life and stifles the 
possibilities of growth and fulfilment. This struggle between 
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the 'private self and 'social self is dramatized in the 
person of Lucy Honeychurch who awakens to the knowledge that 
true salvation lies in being true to one's own self. 
This theme is interpretative under different thematic 
headings: natural versus conventional; inner life versus outer 
life; private self versus public self. Each emphasizing the 
serious truth, that human beings should be true to themselves 
without being muddled or guilty of distortion. This 'innate 
honesty' guides the Forsterian character towards passion and 
self-realization. 'Only connect' becomes the Forsterian dictum 
to achieve the wholeness of being and the vision of complete 
self, inorder to reconcile the 'head and heart', 'prose and 
passion', 'the monk and the beast' within the 'self of man. 
The thematic scope of 'only connect, ' as yet had not widened 
to aim for a harmony between the outer world and inner world, 
public life and private life, society and the individual. 
The contrast of 'Art' with 'Life' is a natural 
correlative to the theme of self-realization. Its claim is 
that art may enrich life but is no substitute for it, and the 
concern for outward forms of beauty limit our capacity for 
ordinary human feeling. 
The intermediation of the thematic interest with the 
symbolic pattern is singularly different in this novel. 
Instead of having a particular symbol interpenetrative with 
different themes, as was the earlier practice of Forster, we 
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now have a series of symbols, images, leitmotifs and rhythms 
working out specific thematic concerns. Forster's dexterous 
use of the symbolic mode raises the novel to heights of 
artistic perfection. 
A simple reading of the novel reveals it to be a tender 
story of a girl's awakening to the meaning of love, life and 
reality. However Lucy's arrival to this knowledge progresses 
through a series of happenings, incidents and occurrences. 
They all serve as a symbolic link to the novel's thought 
patterns. The symbols are well organized and systematically 
developed to grant extraordinary resonance. 
The symbolic ramifications of 'Italy' are two fold: 
Firstly, Italy epitomizing the life of poetry and passion 
validates the values of inner life - instinct and passion, as 
against the manners and mores of conventional life. Secondly, 
it acts as a metaphor for both 'Art' and 'Life'.-
. . .and the traveller who has gone to Italy to study 
the tactile values of Giotto, or the corruption of 
the Papacy, may return remembering nothing but the 
blue sky and the men and women who live under it.^ 
As a land, Italy is alive to the very pulse of life. The 
central issue facing the heroine is the cognition of her own 
self. That she should respond to it positively without being 
^ E.M. Forster, A Room with a View (Harmondsworth: Penguin Books, 1986), 
pp.35-36. 
(All subsequent textual quotations are from this edition) 
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'muddled' or 'confused' becomes the main thematic requirement. 
It is towards this end that old Mr. Emerson tries and does 
guide Lucy. He cautions her against muddle- "Beware of 
muddle": 
"You are inclined to get muddled, if I may judge 
from last night. Let yourself go. Pull out from the 
depths those thoughts that you do not 
understand, and spread them out in the sun 
light and know the meaning of them. . .you 
may learn to understand yourself."^ 
"Muddle" reverberates throughout the novel as a 
Forsterian leitmotif which has a bearing on all of Lucy's 
subsequent actions. It illumines the young girl's confusion 
and struggle in accepting the demands of her natural impulses. 
It is the mouthpiece of the main characters George, Lucy and 
of course Mr. Emerson, who acts as a monitor, ever vigilant of 
it: 
"Take an old man's word: there's nothing worse than 
a muddle in all the world. It is easy to face Death 
and Fate, and the things that sound as dreadful. It 
is on my muddles that I look back with horror-on the 
things that I might have avoided."-^ 
On the day of the Tennis Party, George decides to speak 
out to clear the quagmire and confusion of Lucy's mind, 
warning her of muddledom in matters of life and love. He 
cautions Lucy to listen to her own voice and come to him. 
Though she speaks of "I want not to be muddled," yet after 
^ Ibid., p.47. 
Ibid.. p.222. 
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having rejected both George and Cecil: 
She gave up trying to understand herself, and 
joined the vast armies of the benighted, who 
follow neither the heart nor the brain. . .^  
Closely involved in the heroine's struggle are the 
characters of George Emerson and Cecil Vyse. As character 
symbols they help delineate Lucy's conflict of choice between 
the natural and conventional. Cecil Vyse's aesthetic, cultured 
and formal approach to life, temporarily blinds her to the 
beauty and vitality of natural life. The stifling 
insincerities of English Provincialism together with Charlotte 
Bartlett's influence aid and abett her in this anti-life 
approach. However, at the end of the novel she undergoes a 
reversal of attitude which brings her closer to George. 
The final act of breaking away from Cecil (embodiment of 
Art and Culture) and her eventual acceptance of George 
(embodiment of Life ) is a realistic fall out of an earlier 
symbolic scene at the Loggia-Piazza Signoria. 
The Alinari prints (Art) stained with "blood" and thrown 
into the River Arno by George, become invested with the motive 
force of life. The scene not only claims the supremacy of'life 
over Art, but also suggests Lucy's acceptance of life (George) 
rather than its substitute afforded by Cecil Vyse. The symbols 
of *blood' and 'death' mark Lucy's initiation into essential 
existential reality. She has the potential to escape the 
* Ibid., D.194. 
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abstract formalism of art. Like Cecil Vyse she visualized life 
as Art but with a difference. Her aesthetic vision has human 
overtones. Lucy invests the ceiling of the Sistine Chapel with 
vitality, when she pictures George in one of its youth. She 
is drawn by the Delia Robbia babies rather than Giotto's 
tactile values. In contrast to her Cecil translated being into 
Art. For him Lucy was not a person but a "woman" of Leonardo 
da Vinci's painting. 
The interplay of 'light' and *dark' wonderfully projects 
the efficacy of instinctual existence, spontaneity and 
naturalness against the forces of conventionalism and 
orthodoxy. Light/darkness/shadow, in A Room with a View, have 
a rhythmic patterning. It highlights the thematic aspect, of 
self-knowledge throughout the novel. *Light' suggests insight 
into reality as against the forces of 'darkness' and 'shadow.' 
If 'light' signifies clarity, honesty, and truth; 'darkness' 
symbolizes muddle, confusion and falsehood- a state of 
spiritual unreality. Forster writes: 
The armour of falsehood is subtly wrought out of 
darkness, and hides a man not only from others, but 
from his own soul. ^  
Yet again to emphasize Lucy's state of spiritual muddle 
Forster comments: 
She disliked confidences, for they might lead to 
self- knowledge, and to that being of terrors-
Light. Even since that last evening at Florence she 
Ibid., p.181. 
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had deemed it unwise to reveal her soul? 
The leitmotif of light and dark apart from signifying the 
moral dimension, assumes different emblematic properties to 
fulfil the contextual requirement of the novel.In Piazza 
Signoria, the interplay of light and dark becomes suggestive 
of the ensuing event. At the time Lucy entered the Piazza, 
Forster describes the great square to be in shadow. The 
"sunshine" had come too late to strike it. The fountain of 
Neptune appeared "unsubstantial" in the twilight. It was only 
upon the tower of the palace that the sun still shone. It is 
with great artistry that the novelist works out the symbolic 
details.'Darkness' symbolizes the Italian's death, whereas 
* light' suggests Lucy's initiation into reality which would 
ultimately become the means of her conversion and deliverance. 
It is a scene that marks the transcendental nature of her 
experience from the physical to' spiritual, mundane to 
sublimal. 
More significantly it is in context of the seasonal 
changes, that images of light and dark assume prophetic 
dimension. Lucy's refusal to acknowledge George as her heart's 
desire; his departure from Windy Corner and Lucy's life is 
made synonymous with the season of autumn: 
Some emotion - pity, terror, love, but the emotion 
was strong-seized her, and she was aware of autumn. 
Summer was ending, and the evening brought her 
* Ibid.. pp.212-213. 
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odours of decay, the more pathetic because they were 
reminiscent of spring. . . That the earth was 
hastening to re-enter darkness, and the shadows of 
those trees to creep over Windy Corner?^ 
In contrast to this is Forster's description of George's 
arrival into the neighbourhood of Summer Street and a repeat 
entry into Lucy's life. The author accords George's visit the 
promise, the charm, beauty and radiance of 'Spring - light': 
It was a Saturday afternoon, gay and brilliant after 
abundant rains, and the spirit of youth dwelt in it, 
though the season was now autumn.*^  
The protagonist's attempt to achieve the 'light' of inner 
clarity against the 'darkness' of outer confusion is further 
symbolized in terms of music. Music stirred Lucy's soul for 
expression. It became the symbol of her hopes, and desires,- a 
medium of her unspoken thoughts and inclinations. Her playing 
had a symbolic concurrence with the people and the occasion 
she played for. For the Vyses (in their London home) she chose 
Schumann instead of Beethoven. A masterfully correct choice 
for the "witty weariness" of her audience. Forster comments: 
The melody rose...It broke; it was resumed broken, 
not marching once from the cradle to the grave. The 
sadness of the incomplete-the sadness that is often 
Life, but should never be Art-throbbed in its 
disjected phrases, and made the nerves of the 
audience throb, ^  
On that fateful Sunday at Windy Corners, she played 
•^  Ibid.. p.188, 
* Ibid.. p.143. 
' Ibid., p.141. 
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Gluck's Armide "from memory." A selection reminiscent of the 
violet-covered terrace of Fiesole, where amidst the beauty of 
azure radiance Renaud (George) had embraced her. The "eternal 
dawn" is symbolic of her own dawn to the life of love and 
passion: 
and played from memory the music of the 
enchanted garden the music to which Renaud 
approaches, beneath the light of an eternal dawn, 
the music that never gains, never waves, but ripples 
for ever like the tideless seas of fairyland.-^ ^ 
Lucy's selection of the particular piece was an 
unconscious acknowledgement, a reminder of her 'passionate 
encounter, ' a celebration of the 'intense moment ' she had 
shared with George at Fiesole. For George too,it was not an 
"exploit" as its confidences he had not shared with his 
father. The strain of romanticism in Beethoven's Sonatas 
beckons her towards George. Lucy's choice of music is thus 
reflective of her own 'inner self.' It is a connotative 
promise of her eventual right choice in life too - George over 
Cecil; spontaneity over conventionality; light over darkness. 
Her playing becomes a challenge to conformity and formalism. 
Mr. Emerson's offer of a 'room' with 'views' not only 
gives the novel its title, but becomes a major symbol of its 
central theme. The concept of rooms and views is endowed with 
metaphysical overtones. Lucy's initial rejection of the offer 
is suggestive of her non-acceptance of George's love - her 
Ibid.. p.173 
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rejection of life's reality. Lucy's later consent to occupy 
the 'room' becomes allusive of her acceptance of George 
Emerson - her eventual realization of Love and Truth as life's 
reality. The term 'view' not only serves to enforce the theme 
but also provides, a view into the human heart. Thus 'view' 
becomes synonymous with Forster's humanistic creed of liberal 
attitude and 'laissez-faire'of the spirit. The key characters 
in the novel are measured by the kind of views they hold -
Cecil Vyse is associated with a viewless drawing-room as Lucy 
is heard telling him - "a drawing room with no view." This 
figurative comment expresses the rigid, narrow, restrained and 
limited range of Cecil's response to life and reality. His 
tutored and learned responses blind him to what is natural and 
vital in life. In total contrast to the above suffocation, 
George is linked with the wide expanses of nature - the view 
of Fiesole, the Sussex Weald, the sylvan surroundings of the 
Sacred Lake. Charlotte Bartlett is totally unresponsive to 
views. Hers is a world of conformity to set standards of life 
and living. Thus she is shown "fastening the shutters of all 
her windows:" Old Mr. Emerson is depicted appreciating the 
view of the open sky, as the approximation of the unlimited 
and unrestrained; of the free and libertine. Lucy Honeychurch 
though conscious of artistic formalism, delights in views that 
are vital and natural: 
Ah, how beautiful the weald looked! The hill stood 
out above its radiance, as Fiesole stands above the 
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Tuscan plain. . .One could play a new game with the 
view; and try to find in its innumerable folds some 
town or village that would do for Florence.^^ 
The view of the Val d'Arno not only stirs Lucy to heightened 
sensations but also provides her with a moment of emotional 
reality - her 'eternal moment.' 
Whether it is music, art or view, the responses of the 
characters are individually variable' and synonymous with their 
inherent nature. These leitmotifs become touchstones of 
understanding, appreciation and analysis of the protagonist's 
evolutionary process. They are indicators of the characters 
ability to transcend from the mundane to sublime, leading to 
self-knowledge and salvation. 
Water symbolism forms a recurrent pattern in the novel, 
imparting an added significance to the theme it embodies. The 
view of River Arno from Lucy's room makes her conscious of a 
world that is natural and beautiful. Later the same Arno leads 
her to a realization and acceptance *of the flow of life.' The 
spiritual and the liberating influence of the 'bathing scene' 
at the Sacred Lake, marks Lucy's awareness of a life of 
naturalism and spontaneous joy. The sound and flow of water 
sanctifies Lucy's and George's true love at the conclusion of 
the novel. It is a love more "mysterious" and "heavenly" than 
they had ever experienced - a love that would transcend the 
limits of time into eternity. 
Ibid.• p.175. 
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The mythopoeic aspect in fr Room with a View achieves 
literary appropriateness in context of its symbolic 
relationship with the themes. Phaethon and Proserpine 
celebrate Forster's belief in the sanctity of natural human 
impulses and the purity of instinctual and spontaneous joy. In 
their ( Phaethon and Proserpine ) direct and beautiful world 
Lucy awakens to the moment of passion and bliss. The writer 
evokes the names of "Eros" - the god of love and "Pallas 
Athene" a symbol of wisdom to represent an alternative 
formulation of 'passion and truth.' The coupling is an 
endorsement of the Forsterian need to balance the 'heart and 
head' inorder to achieve a wholeness of being. 
As a novel of growth and learning, A Room with a View 
focusses on the theme of discovery of the 'self leading to 
spiritual salvation. Italy with its open and uninhibited 
approach to life acts as a foil to unmask the orthodox values 
of the British Suburbia. It affords Lucy a sense of expansion. 
Her various experiences transform her understanding, leading 
her to an awareness of life's reality. But, hemmed in by the 
repressive norms of the social world she turns her back to 
love and freedom. 
The need to 'escape' from the foggy world of genteel 
propriety and norms becomes the central issue confronting Lucy 
Honeychurch. This artificially correct world perceived 
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generosity as grossness, and lack of inhibition as a sign of 
ill-breeding. Thus Mr. Emerson's generous offer to exchange 
his rooms with the proper English ladies was received with 
shock and disgust. Even their eventual consent was given with 
reservation and resentment, because the offer came from 
"strangers" and that too "men." 
Old Mr. Emerson is Forster's spokesman for 'hearts 
desire.' From the outset he is associated with the values of 
openness and naturalness. "There was something childish in 
those eyes" wrote Forster, " it was not the childishness of 
senility." The term "childish" in the present context is 
suggestive of the old man's unpretentious and unaffected 
disposition. Mr. Beebe describes him as "too rare a variety" 
to be "understood" in the world of sham and hypocrisy. 
Born in a society where conformity and allegiance to 
conventions were the social norms, the heroine exhibits odd 
flashes of spontaneity. Sensitive and sensible towards things 
and persons unconventional, Lucy finds herself liking the old 
man. She innately responds to his type of liberal inclinations 
thus: 
. . . She had an odd feeling that whenever these ill-
bred tourists spoke the contest widened and deepened 
till it dealt, not with rooms and views, but with 
well, with something quite different, whose 
existence she had not realized before.^^ 
From the moment of the exchange of rooms, the old man 
Ibid.. p.25 
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assumes the unofficial role of Lucy's emotional, moral and 
spiritual guide. She becomes a responsibility which he 
shoulders to the end of the novel. 
Lucy's intrinsic penchant for the natural liberation of 
spirit finds perpetuity in her experiences at the Church 
Santa Croce and with the Emersons. Though only 'aesthetically 
alive' earlier, she now apprehends a desire in herself for 
spiritual awakening: 
"I like Giotto," she replied. "It is so wonderful 
what they say about his tactile values. Though I 
like things like the Delia Robbia babies 
better."^^ 
If at the beginning Mr. Emerson enabled Lucy to see the 
natural view of the dancing lights of Arno, the cypresses of 
San Miniato, foothills of Apennines, then in the end he helps 
her to view the 'holiness of heart's desire, ' guiding Lucy to 
her personal discovery of the vital truth of life. His vision 
of life was peopled with natural and rational beings. He 
prompts her to shed her pretensions in the name of love: 
"You can transmute love, ignore it, muddle it but 
you can never pull it out of you. I know by 
experience that the poets are right: Love is 
eternal."^^ 
He robs the body of its taint: 
"...that love is of the body; not the body, but of 
the body. Ah! the misery that would be saved if we 
confessed that! Ah for a little directness to 
" Ibid.. p.46. 
*^ Ibid. , p.223. 
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liberate the soul ..."^ ^ 
He helps her to face the world's taunt in the name of truth: 
". . .Yes for we fight for more than Love or Pleasure: 
there is Truth. Truth counts, Truth does count. "^ ^ 
Old Mr. Emerson thus guides the unawakened girl,lifting 
the veils of moral blindness and spiritual obtuseness and 
leads her to the light of self-knowledge. George Emerson plays 
an interactive role in Lucy's process of learning. Infact, 
they are brought together as a result of an experience 
witnessed in Piazza Signoria. 
As professed by the writer, music was an index to Lucy's 
unconscious feelings. A particularly wet afternoon in Florence 
gave Lucy the opportunity to indulge herself. Her playing had 
evoked in her the desire to live a life of independence and 
fulfilment. Wanting to assert herself she goes out alone. Her 
purchase of certain art - prints at the Alinari shop signify 
her protest against the shackles of orthodoxy and her wish to 
live a life of natural inclinations: 
There she bought a photograph of Botticelli's Birth 
of Venus. Venus, being a pity, spoiled the picture, 
otherwise so charming, and Miss Bartlett had 
persuaded her to do without it. (A pity in art of 
course signified the nude). Giorgione's Tempesta, 
the Idolino, some of the Sistine frescoes and the 
Apoxyomenos were added to it. She felt a little 
calmer then, and bought Fra Angelico's coronation, 
IS Ibid.. p.223. 
" Ibid.. p.225. 
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Giotto's Ascension of St John...^^ 
Though somewhat calmed by her purchase of the art -
prints, her spirit yearns for a more direct experience. These 
sparks of rebellion are suggestions of Lucy's potential for 
transcendence and conversion. Her imaginatively alive self 
wants her to soar uninhibited and unbridled. It makes her 
conscious of the mediocrities and insincerities of the middle-
class culture. Mr. Eager, Miss Lavish, Cecil Vyse and even Mr. 
Beebe become synonymous with learnedness, culture, 
respectability, orthodoxy and hypocrisy. Conscious of a world 
that was full of beautiful things she felt mesmerized by it: 
She fixed her eyes wistfully on the tower of the 
palace, which rose out of the lower darkness like a 
pillar of roughened gold. It seemed no longer a 
tower, no longer supported by earth, but some 
unattainable treasure throbbing in the sky.-"-^  
Like the towers of Monteriano, the palace tower acts as 
a symbol of transcendence. It points to a metamorphosis in the 
personality of the heroine. The call of her unconscious self 
to awaken to the beauty and truth of life, gains primacy and 
in the succeeding moments, Lucy undergoes experiences that 
become tangible statements of reality. They initiate her into 
the world of existential truth. The bizarre incident of the 
Italian's death; her fainting into George's arms,- the blood-
stained Alinari prints thrown into the flowing Arno, all help 
^^  Ibid. , p.61, 
18 Ibid.. p.62, 
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her to transcend the spiritual boundary between the state of 
innocence and experience. The Italian's blood invests life 
with a religious sanctity. 'Blood' symbolizes the beauty and 
vitality of existence. Furthermore, George's act of throwing 
the inanimate art - prints into the River Arno reinforce the 
idea of flow and mutation in life. The author comments: 
It was not exactly that a man had died; something 
had happened to the living...^^ 
Forster allows his protagonists a probe into the life of 
things. For George, the incident answers his mark of 
interrogation which questioned the very meaning of life. With 
a new identity and awareness he now wished to live, when 
previously he had merely existed. The incident made him 
apprehend the significance of Life, Death and Love. Lucy too 
becomes intensely aware of life's essential meaning. However, 
her experience is yet not complete. Though her spirit aspires 
to respond to the emotive and instinctive reality, she is 
mentally fettered to the norms of her old life. 
What begins as Lucy's advent' into life's reality at 
Piazza Signoria culminates in her passionate involvement with 
Truth, Life and Love at Fiesole: 
From her feet the ground sloped sharply into view, 
and violets ran down in rivulets and streams and 
cataracts, irrigating the hillside with blue, 
eddying round the tree stems, collecting into pools 
in the hollows, covering the grass with spots of 
azure foam. But never again were they in such 
19 Ibid.. p.66, 
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profusion; this terrace was the well-head, the 
primal source whence beauty gushed out to water the 
earth.20 
The terrace of violets at Fiesole, as an expanse of nature is 
representative of the world of 'freedom and unrestrain' and a 
'life of naturalness and spontaneity.' It bequeaths to its 
disciples George and Lucy the same vitality. 
George who had turned at the sound of Lucy's arrival, 
"saw radiant joy in her face," "the flowers beat against her 
dress in blue waves." He contemplated her as someone who had 
"fallen out of heaven.'. Perhaps she appeared to him as a 
modern day Venus or Persephone! Stepping forward quickly he 
kissed her. Thus amidst this beautiful floral landscape, the 
spring in nature united with the spring in man. If George met 
his 'goddess' in Lucy, then she met her 'god' in George. Set 
within the framework of classical mythology, Forster employs 
the characters of "Phaethon" as the coachman and "Proserpine" 
as his girl to guide Lucy towards the perception of Love's 
primal reality. 
The view at Fiesole, not only stimulates Lucy to 
heightened sensations and provide her with the moment of 
emotional reality; infact it becomes her symbolic moment of 
choice. For standing "brown" against the view was Miss 
Bartlett. Lucy struggles to retain this moment of truth. But 
Charlotte's anti-life figure looms larger than life to 
" Ibid.. p.89. 
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influence the young girl to dismiss the experience as 
something "bookish" and "silly." Lucy's emotional muddle and 
confusion finds a correlative in the storm that breaks out 
during the return journey. 
The Italian experience thus challenges the very raison 
d'etre of the English conventions. Like the other Forsterian 
protagonists, Lucy succumbs to the pressure of societal norms 
that obscures the 'inner vision' of self. She retreats into 
the safety of the familiar world by becoming engaged to Cecil 
Vyse: 
He was medieval. Like a Gothic statue. Tall and 
refined, with shoulders that seemed braced square by 
an effort of the will,... he resembled those 
fastidious saints who guard the portals of a French 
Cathedral, well educated, well endowed, and not 
deficient physically, he remained in the grip of a 
certain devil whom the modern world knows as self-
consciousness, and whom the medieval, with dimmer 
vision worshipped as asceticism. . .^•'^  
Forster ascribes the images of "gothic statue", 
"fastidious saints" and terms like "medieval", "self-
consciousness", "celibacy" to delineate the person of Cecil 
Vyse. In sharp contrast to him is the figure of George 
Emerson. He withi his natural, spontaneous impulses and 
instinctive energies represents the novelist's idea of life. 
This essential dichotomy between Cecil and George makes Lucy 
conscious of her own personal desire. Hers is a spirit wanting 
to soar out. She is the "kite" of Mr. Beebe's drawing. 
21 Ibid.. p.106. 
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straining against the strings of Cecil's conventional hold to 
be carried away to freedom by the wind (George) . For Cecil 
Vyse, Lucy was no more but a "peg" to hang his aesthetic and 
artistic aspirations. He could not understand the comradeship 
for which Lucy's soul yearned. 
It is in England amongst the Arcadian surroundings of the 
Sacred Lake that Lucy meets George again. The scene evokes 
memories of the vernal charm, romance and pure beauty of 
Italy: 
The ghosts were returning; they filled Italy, they 
were even usurping the places she had known as a 
child. The Sacred Lake would never be the same 
again...For a moment the visible world faded away, 
and memories and emotions alone seemed real.^^ 
Apart from making it obvious to the reader that Lucy 
loved George, the Sacred Lake episode endorses the Forsterian 
call for ^return to nature. ' It reverberates with the 
physical and spiritual benediction of nature, offering to Lucy 
a potential rebirth into naturalism. It presents a belief in 
things which really count - in the joy of the sun and free 
air, a primitive earnestness of flesh and blood and feeling. 
It juxtaposes the beauty of the natural, spontaneous impulses 
of man against the cold ethereality of the civilized world: 
It had been a call to the blood and to the relaxed 
will, a passing benediction whose influence did not 
pass, a holiness, a spell, a momentary chalice for 
^^  Ibid., p.160. 
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youth.^^ 
Within the framework of its larger theme, the scene at 
the Sacred Lake exhibits undertones of male - friendship and 
homosexuality. If the joyous horseplay between Freddy, George 
and Mr. Beebe signified their baptism into brotherhood; the 
underlying eroticism is possibly in this novel again, a veiled 
suggestion to homosexual proclivities. 
Conscious of her own emotional responses towards George 
(since the Sacred Lake experience), Lucy attempts to 
substitute illusion for the 'disturbing reality.' If at times 
"strange images rose from the depths, she put them down to 
nerves." Thus, when kissed by George on the Sunday afternoon, 
she has no hesitation in asking him to leave: 
Tampering with the truth, she forgot that the truth 
had ever been. Remembering that she was engaged to 
Cecil, she compelled herself to confused 
remembrances of George:he was nothing to her; he 
never had been anything; he had behaved abominably; 
she had never encouraged him. ^ * 
However the *kiss' acts as a catalyst to make Lucy aware 
of the schismatic difference between George Emerson and Cecil 
Vyse. To George the kiss had been an act of admirable 
simplicity and spontaneity. It warranted no civilities, 
courtesies and considerations as practiced by her fiance. 
George's kiss, as well as his frank talk regarding Cecil, 
" Ibid., p.252. 
^* Ibid., p.181. 
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awakens Lucy to realize the truth of latter's being : 
"He is the sort who are all right so long as 
they keep to things - books, pictures - but kill 
when they come to people. That's why I'll speak out 
through all this muddle even now. Its shocking 
enough to lose you in any case, but generally a man 
must deny himself joy, and I would have held back if 
your Cecil had been a different person...."^^ 
Consequently she breaks her engagement that very evening. 
But still unable to gauge her own personal feelings, she lives 
through a series of lies and denials. She "pretended" to 
George that she did not love him, and to Cecil that she loved 
no one. Describing her muddled state of existence Forster 
writes: 
She gave up trying to understand herself, and joined 
the vast armies of the benighted, who follow neither 
the heart nor the brain, and march to their destiny 
by catchwords. The armies are full of pleasant and 
pious folk. But they have yielded to the only enemy 
that matters - the enemy within . . . .The} have sinned 
against Eros and against Pallas Athene...^^ 
It is left to her mentor Mr. Emerson to help Lucy shed 
her pretensions in the name of Love, in order to reconcile the 
conflicting issues of 'love' and 'truth,' and lead her out of 
spiritual darkness. In Mr. Beebe's rectory, he shocks Lucy 
into an awareness and acceptance of her own hearts promptings, 
"You love George!" The three words "burst against Lucy like 
waves from the open sea": 
" Ibid., p.186. 
*^ Ibid., p.195. 
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"You must marry, or your life will be wasted. 
You have gone too far to retreat. . .Then be his wife. 
He is already part of you. Though you fly to Greece, 
and never see him again, or forget his very 
name,George will work in your thoughts till you die. 
It isn't possible to love and to part."^ '' 
The conclusion of the novel has Lucy and George back in 
Florence. Now married to each other, they experience "love 
requited" and "love attained." This very English couple has 
become one with the mythopoeic lover - Phaethon and 
Proserpine, to celebrate "a love more mysterious than this," 
a love that conquers time. 
George attributes their happiness to cousin Charlotte. 
True, that she tore them "apart twice" - but according to him 
in the rectory that evening she alone made it possible for 
Lucy to come face to face with old Mr. Emerson and learn the 
truth of her emotions. Thus, Miss Bartlett becomes their 
secret ally and atones for her earlier guilt. Something deep 
down in her heart, had wished for the right outcome of their 
affair. 
In A Room with a View. Forster delineates his concept of 
life in correspondence with the promptings of the heart 
against the oppressive forces of puritapism, sexual properiety 
and social artifice. By learning to respond to her 
spontaneous, passionate impulses, Lucy discover's life and her 
true 'self.' She blossoms out in all the splendour of her 
Ibid.,p.223. 
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being,inspired by Italy and the Emersons. Hence from being a 
simple narrative dealing with the genteel pretensions of a 
village and a girl's search after her ovm identity, the novel 
transcends to attain metaphysical dimensions. 
Forster's third novel, the only one which concludes 
happily for the central characters differs from his earlier 
ventures in certain respects. Though yet again the novelist 
places his plot, with all its supporting props within a 
regional framework the central thematic conflict is 
internalised in the person of the heroine. Confronted with the 
dilemma of a choice, she oscillates between the two subjects 
offered by her creator. Her decision gets accompanied with the 
need to know and recognise her innerself. Preoccupied with 
this single thematic strand Forster weaves multiple symbols 
and leitmotifs which penetrate into the fabric to mould it 
into the conclusion that the novel demanded. 
10!) 
CHAPTER - V 
HOWARDS END 
Viewed against Forster's earlier novels, Howards End is 
appreciated as a more mature expression of his artistic 
brilliance. Published in 1910, Howards End consolidated 
Forster's position as a novelist of genius and repute. The 
book exhibits a solidity and coherence found lacking in his 
earlier novels. However, it shows a progression. Reiterating 
the thematic premise of the preceding novels, the instant 
novel also expands upon the perceptions embodied and expressed 
therein. 
The genesis or the structural basis of the novel rests on 
what may be termed as the 'outer drama' and 'inner drama' of 
life. Within this infrastructure, Forster evolves a pattern of 
symbolic interpenetration with the themes. 
Some of the explicitly stated and identifiable themes in 
Howards End are as follows: 
Delineation Qf the dynamic tension between two opposing 
ways of existence that hold civilized life together - the life 
of action versus life of contemplation; outer life versus 
inner life; body versus soul; material reality versus 
spiritual reality; public versus private. 
The epigraph "only connect" underlines the thematic 
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purpose to emphasize the need for a balance, a synthesis, a 
harmony between this inner world of personal relations and 
life of the spirit with the outer world of "telegrams and 
anger," the mechanical and material trend of the modern times 
with that of the cultural and artistic. However, "only 
connect" remains a wish desired, an ideal to be fulfilled. 
Closely related to this theme of inner life is the life 
of being. In Howards End. Forster makes a concerted effort to 
promote as well as underline the perception of a higher realm 
of spirituality. The superiority of the world of the spirit 
with its sublimal and intangible core of reality, allied to 
the clearest perceptions and strictest reasonings, finds full 
manifestation in the figure of Mrs. Ruth Wilcox. 
Forster recapitulates the earlier theme of the 
significance of the natural world, the life of the earth in a 
newly enhanced light. Howards End along with The Longest 
Journey , are considered to be the literary expression of the 
writer's nostalgia for the English countryside. Thematically, 
Howards End attempts a celebration of life of the earth, to 
cherish and idealize the agricultural rhythms of the 
traditional English rural scene by simultaneously pitting them 
against the rapidly changing modern world. 
The themes of money and class-war are further embodied as 
perceptions within the framework of the larger theme of the 
new urban and mechanical world order. They are but suggested 
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themes, introduced as subjects of convenient debate and 
discussion, not fully developed in the name of the artistic 
integrity of the novel. 
Death once again is shown as a means of release from the 
constraints of life; a medium of salvation and regeneration 
and Forster's vision of continuity. 
The theme of continuity in Howards End is treated as a 
multifaceted phenomenon. At one level it envisions 
'inheritance' as an aspect of continuity, on the other it 
treats continuity as synonymous with traditionalism and 
rootedness. Furthermore, it projects the vision of continuity 
within personal relationships as illustrated by Margaret and 
Helen: 
And the triviality faded from their faces, though it 
left something behind - the knowledge that they 
never could be parted because their love was rooted 
in common things. Explanations and appeals had 
failed. . .And all the time their salvation was lying 
round them - the past sanctifying the present; the 
present, wild heart-throb, declaring that there 
would after all be a future, with laughter and 
voices of children.^ 
The pastoral coda of Howards End, is an expansion of the 
theme touched upon at the end of The Longest Journey. "Who 
shall inherit England?" Howards End explores and tentatively 
projects a futuristic vision of England and the times to come; 
a thematic aspiration as well as an affirmation of a future 
^ E.M. Forster, Howards End (Harmondsworth: Penguin Books, 1970), p.278. 
(All subsequent textual quotations are from this edition) 
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order which holds the promise of the joy of man's eventual 
return to the * earth' and a life of permanence: 
...those who are for the earth with sincerity may 
wait long ere the pendulum sways back to her 
again...from her we came, and we must return to 
her. 2 
Thematic expediency of the novel requires a certain class 
of symbols. Forster generally makes use of the accepted or 
conventional symbols so as to avoid stress and facilitate the 
readers basic understanding and acceptance of the symbol. 
Howards End abounds with such symbols, London-city; 
Hertfordshire - countryside; Howards End - house; meadows and 
fields, flora and fauna, harvest - the natural world; car, 
music, death, child etcetra. Furthermore, Forster's use of the 
concept of mythic character 'Demeter' the mother goddess with 
reference to the person of Mrs. Wilcox helps to enhance its 
thematic significance. In the course of the novel, Forster 
bestows upon very many objects a special symbolic dimension, 
so as to aid the thematic requirement of the novel. Such 
objects distinguish themselves as acquired or generative 
symbols. For example, Howards End.the country-house upholding 
the traditional values of shelter and hospitality, becomes the 
ideal of continuity, rootedness, stability and order; above 
all with its suggestion of the 'genius loci' or the spirit of 
Ibid.. p.102 
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place, it transcends to assume a 'spiritual identity.' The 
city of London alternates as a marvel and a disaster. As the 
historical, political and commercial centre of England's 
activity, it symbolizes not only the humdrum existence of city 
life, but affirms England's progress and prosperity as well. 
Nevertheless, Forster sees it as a part of a much larger 
process, wherein it becomes a crucible of formlessness and 
rootlessness, flux and change, squalor and poverty, oppression 
and denial. Death a symbol of destruction distinguishes itself 
as an instrument of liberation, and a promise of 'nirvana.' 
Music in Forster's novels is assigned a high place of honour. 
He sees it as an art that calms the agitations of the soul, 
but also associates the practice of song and music composition 
with 'awakening and liberation.' 
There is yet another category of characters, images and 
phrases that are endowed with distinctive connotative quality 
so as to function as symbols. The most prominent symbolic 
characters are those of: Ruth Wilcox, who makes her presence 
felt at the level of a spirit; or Leonard Bast who as the 
"goblin's footfall" becomes the symbol of truth - the tangible 
statement of life's reality. The child as an embodiment of 
'continuity' both physical and spiritual, further signifies a 
promise of the future. The other major characters, also 
represent different layers of human consciousness that become 
a part of Forster's cott^ lex vision of life. Margaret sees 
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proportion as the essence of wisdom and strikes for a balance. 
Hers is an approach marked by practicality yet upholding the 
values of inner life and personal relationships. Helen 
represents the ideal of * romance.' Miss Avery the country 
woman is but a sibylline character in disguise. 
Apart from the symbolic characters, there are the 
recurrent motifs like the "wisp of hay", "wych-elm", "ivy-
vine", "umbrella" or the recurrent phrases - "telegrams and 
anger", "panic and emptiness", "only connect", "hands on rope" 
which give to the book a symbolic unity. Certain symbols act 
as catalyst. Examples of the aforesaid category can be the 
characters of Mrs. Wilcox, Leonard Bast or Beethoven's Fifth 
Symphony. 
The symbols are not imposed arbitrarily but seem to grow 
out of the themes and vice versa. An intricate pattern emerges 
between them in the novel. They get transmuted to a higher 
level of reality, wherein they distinguish themselves by 
becoming interpenetrative in a series of situations and 
characters. This inner symbolism of the novel gives the book 
a symbolic unity amidst which Forster reconnoitres. 
Forster's diary entry of 26th June 1908, claimed the idea 
for yet another novel which would conceptualize the * spiritual 
cleavage between two families.' The term * spiritual' being 
connotative of a sense of highly developed or refined 
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qualities of mind and sensibility. From the outset, Forster 
pits the Wilcoxes against the Schlegels. They become metaphors 
for this central antithesis of the novel. The Wilcoxes swear 
by the norm of commercial ethics as opposed to the Schlegel's 
norms of intellectual and cultural pursuits. 
The Wilcoxes are the 'business people,' who with their 
practical and unimaginative approach typify the outer life of 
action - of power, efficiency and acquisitiveness. In 
opposition to them, the Schlegels steeped in the poetry of 
life, represent the inner life of contemplation -artistic and 
cultured; intellectual and liberal. Interestingly the Wilcoxes 
are portrayed as insensitive and unresponsive in personal 
relations, yet Forster projects them as people who make the 
world habitable for others. They may avoid the personal note, 
fail to pronounce the 'I/, yet they are the architects of 
England. Bossy, arrogant philistines they might be, yet it is 
their ambition, competence, energy and drive that makes the 
country progress and allows the likes of Schlegels to lead 
their cultural life of leisurely pursuits. Margaret, conscious 
of her privileged -existence of amiable discussions, literary 
and public meetings, responds with acuity to the challenges of 
the great outer world thus: 
"I've often thought about it, Helen. It's one of the 
most interesting things in the world. The truth is 
that there is a great outer life that you and I have 
never touched - a life in which telegrams and anger 
count. Personal relations, that we think supreme, 
are not supreme there. Their love means marriage 
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settlements, death duties. ., this outer life, though 
obviously horrid, often seems the real one- there's 
grit in it. It does breed character. Do personal 
reactions lead to sloppiness in the end?"-^  
So Margaret voices her dilemma about the two apparently 
irreconciable yet necessary modes of life and existence. She 
realizes that her world of culture cannot exist without the 
wilcoxes 'hard work': 
"If Wilcoxes hadn't worked and died in England for 
thousands of years, you and I couldn't sit here 
without having our throats cut. . . . more and more do 
I refuse to draw my income and sneer at those who 
guarantee it."^ 
Schlegels are people interested in human beings rather than in 
things done,- whereas the Wilcoxes deal with realities without 
understanding them. 
Forster's aim is to strike a balance, to harmonize the 
inner world of personal relations and the life of the spirit 
with the outer world of action "telegrams and anger." 
Schlegels and Wilcoxes may be people with fundamental 
differences of habits of mind, yet their destinies are 
inextricably mixed. Rather than, urge the claims of one at the 
expense of the other, Forster attempts at a synthesis as 
embodied in the epigraph "only connect." The need is for an 
infusion of the Schlegel culture and morality with the 
wilcoxian energy and effectiveness in the practical sphere. 
^ Ibid.. p.27. 
•• Ibid., p.164. 
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The Wilcoxes are marked by their objective attitude and 
insensitivity to finer feelings. This inadequacy to the 
subtleties of nature results in spiritual muddledom - creating 
"panic and emptiness." "Only connect," says Gillie, 
demonstrates how differences can be overcome and transcended, 
so as to achieve an * image of wholeness' - Margaret Schlegel 
as its main advocate, acts both as a challenge as well as a 
conciliator. Attempting to promote the Wilcoxian way of life, 
her effort is to wed the "prose and passion" of life, to 
retain the Schlegelian ideal and concurrently adapt herself to 
the 'outer life' of the Wilcoxes. "You mean to keep 
proportion" says Helen "that's heroic, its Greek, and I don't 
see why it shouldn't succeed." Margaret knits together the 
broken threads of life at Howards End with her intellectual 
steadfastness and affection. 
She invades the Wilcoxian bastion by marrying Henry 
Wilcox. Her marriage generally considered implausible is but 
an expediency to wed 'power and sensibility', 'the heroic and 
civilized', 'action and contemplation', 'material and 
spiritual' - the strengths of the Wilcoxes and Schlegels 
respectively. But her success is not in accordance with the 
Forsterian ideal and the conclusion witnesses the novelist 
taking sides in favour of Schlegels. 'inner life' against the 
Wilcoxes 'outer life.' His attempts at reconciliation, to 
build the "rainbow bridge", join the "prose and passion". 
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"monk and beast" - remain an ideal to be fulfilled. Forster 
convincingly generates the vision of the dim and partly 
comprehensible world of contemplation and spirituality as more 
real than the world of action. 
In order to reach this corollary,, the novelist subjects 
the Wilcoxes and Schlegels to challenges in the form of 
happenings, for example Ruth Wilcox's legacy of Howards End, 
Leonard Bast's loss of job, Henry Wilcox's moral lapse, 
Helen's pregnancy and Leorard Bast's death. These series of 
tests expose the spiritual obtuseness and inadequacy of the 
Wilcoxes. Their hypocrisy and self-deception is revealed. 
Margaret Schlegel's belief in 'outer life' thus stands 
betrayed as pointed out by Trillingt 
It is the inner life which "pays" and which, in the 
end, takes over the outer life.^ 
At close we find a humbled Helen, a calm Margaret and a 
broken-spirited Henry Wilcox, all living in tranquil harmony 
at Howards End. Instrumental in achieving this end, is 
Forster's ingenuity of killing Leonard Bast. Throughout his 
life, Henry Wilcox had been the practical businessman, but 
Leonard's death and Charles imprisonment generate surprising 
results. Gone is the arrogant assertion of superiority and 
self-confidence; instead it is a subdued and restrained Henry 
Wilcox who turns to Margaret for guidance: 
* Lionel Trilling, E.M. Forster (New York: New Direction Books, 1964) , 
p.133. 
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Then Henry's fortress gave way. He could bear no one 
but his wife, he shambled up to Margaret afterwards 
and asked her to do what she could with him. She did 
what seemed easiest - she took him down to recruit 
at Howards End.^ 
And Margaret does give him the best chance of happiness 
and recovery, she takes him to Howards End - which under the 
circumstances becomes the right place to provide spiritual 
solace with possibilities of rejuvenation and regeneration; of 
building up a new life " obscure" yet gilded with tranquility. 
Margaret explains Henry's suffering to Helen thus: 
"Not ill. Eternally tired. He has worked very hard 
all his life, and noticed nothing. Those are the 
people who collapse when they do notice a thing."^ 
Henry's break-down embodies the final defeat of 'outer 
life.', However his change is not altogether unexpected. Subtle 
indications of possible softness had been suggested time and 
again. Despite his intellectual confusion, spiritual poverty 
moral inadequacies and disregard of personal relationships, he 
displays a constant regard for Margaret's steadfastness and 
honesty of character. Furthermore, it were his efforts that 
saved what little was left of the Howards End legacy from 
being "melted down" like the rest of the neighbouring land: 
"Avery's farm, Sishe's - what they call the Common, 
where you see that ruined oak - one after the other 
fell in and so did this, as near as is no matter." 
But Henry saved it; without fine feelings or deep 
insight, but he had saved it, and she loved him for 
* Howards End, p.311. 
'' Ibid. , p. 313. 
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the deed.® 
Thus a definite strain of malleability marks the 
character and temperament of the transformed Henry Wilcox at 
the end of the novel. People once to be contradicted and 
ignored appear to him worthy of note. His efforts to undo the 
earlier wrongs are a sign of his melioration and spiritual 
regeneration. He is now ready "to connect." As a result, not 
only does he honour his dead wife's wish of bequeathing 
Howards End to its true owner - Margaret, but also shows a 
graceful acceptance for Margaret's decision of naming Helen's 
child-her nephew as its future heir. 
Henry Wilcox's metamorphosis, a sign of his spiritual 
upliftment, is from Forsterian standards still incomplete. His 
inability to participate in the 'hay harvest/ an activity 
associated with the joy of working and being in nature, is the 
result of his hay fever. This malady becomes a symbol of an 
aversion to nature and its traditions. From the beginning of 
the novel, Forster has projected the "wisp of hay" seen in the 
hands of Mrs. Wilcox as a recurrent leitmotif - emblematic of 
the natural world and of rural life of England. Thus, allergy 
to hay becomes symptomatic of one's failure to enjoy the 
fullness and complexity of life as represented by the realm of 
Nature. Though not totally regenerated, Henry Wilcox has 
worked out his salvation, not in the religious sense but in 
* Ibid.. p.192. 
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terms of real life and human relations. He is now appreciative 
of this new life of agricultural rhythms and natural joys. He 
is a willing learner and enjoys responding to others joy of 
nature thus: 
From the garden came laughter. "Here they are at 
last!" exclaimed Henry Wilcox, disengaging himself 
with a smile. Helen rushed into the gloom, holding 
Tom by one hand and carrying her baby in the other. 
There were shouts of infectious joy. "The field is 
cut! " Helen cried excitedly. . . "Such a crop of hay as 
never!"^ 
Helen Schlegel's initial appreciation of the Wilcoxian 
way of life, forms the best introduction to the life of action 
or outer life. Impulsive and idealistic by nature, she is 
fascinated by the Wilcoxian energy. Her imaginative leanings 
create new images of beauty in her mind. It became an 
experience of extreme joy to share their company. In total 
abandonment of her personality, Helen liked giving in to Mr. 
Wilcox or Evie or Charles: 
. . .She had liked being told that her notions of life 
were sheltered and academic; that Equality was 
nonsense, Votes for Women nonsense. Socialism 
nonsense. Art and Literature, except when conducive 
to strengthening the character, nonsense. One by one 
the Schlegel fetishes had been overthrown, and, 
though • professing to defend them, she had 
rejoiced...^° 
Under the Wilcoxian influence, her life which had become 
swathed in cant undergoes rapid changes. Yet in a single 
' Ibid.. p.319. 
" Ibid., p.26. 
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stroke her previous admiration for Paul turns into 
disillusionment and joy into hurt. Paul's love for her proves 
to be nothing more than an embrace in the darkness, when 
confronted with the challenge of emotional reality. His terror 
in the presence of his family makes Helen's withdrawal 
immediate and instantaneous: 
" . . .1 felt for a moment that the whole Wilcox family 
was a fraud, just a wall of newspapers and 
motorcars and golf - clubs, and that if it fell I 
should find nothing behind it but panic and 
emptiness."^^ 
Lost in the vortex of hostility, despising the Wilcoxian 
mode of life, Helen now perceives only its "panic and 
emptiness." Her contemptuous rejection of the Wilcoxes is 
counter balanced by Margaret's maturer response. If Helen 
propounds Forster's idea of radicalism, impetuosity and 
extremism, Margaret is his ideal of proportion and balance. By 
focussing on the sisters responses to the Wilcoxian outer 
life, the writer is able to treat and give a fair picture of 
the two modes of life. 
The Wilcoxian mode of existence symbolized by the 
expression "panic and* emptiness" is illustrative of both their 
material and spiritual, outer and inner, tangible and 
intangible existence. If "panic" is synonymous with their 
outer life then "emptiness" is representative of their inner 
life. The term "panic" becomes the tangible manifestation of 
^ Ibid., p.26. 
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their mental and physical activities at the mundane level; 
"emptiness" is suggestive of their spiritual vacuity. Thus 
"panic and emptiness" present their double standards, their 
insincere and shallow approach to life, their spiritual 
muddledom, obtuseness and hollowness. 
The symbols of London and car are the most representative 
of the Wilcoxian way of existence- the outer life : 
Certainly London fascinates. One visualizes it as a 
tract of quivering grey, intelligent without 
purpose, and excitable without love ... .a heart that 
certainly beats but with no pulsation for 
humanity.^^ 
The city of London epitomizes the commercial and material 
spirit of the Wilcoxes, and the car a product of a very 
mechanized and modern world becomes an embodiment of their 
materialism and acquisitiveness. 
London as the accepted and conventional symbol of humdrum 
existence, is the physical manifestation of the spirit of 
commerce, money, power and growth. However, the thematic scope 
of the novel lends the city a symbolic richness endowing it a 
different level of meaning. Under the theme of urbanization -
formlessness, rootlessness and discontinuity happen to be 
London's other symbolic connotations. Forster comments: 
London was but a foretaste of this nomadic 
civilization which is altering human nature so 
profoundly and throws upon personal relations a 
stress greater than they have ever borne before. 
Unaer cosmopolitanism, if it comes, we shall receive 
12 Ibid.. p.102 
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no help from the earth. Trees, meadows and mountains 
will only be a spectacle.... ^^ 
Yet again Forster expresses through Margaret: 
"I hate this continual flux of London. It is an 
epitome of our worst - eternal formlessness; all the 
qualities, good , bad, and indifferent, streaming 
away...forever."^^ 
The Schlegel sisters with their leanings to the life of 
the spirit, stand in strong antithesis to the Wilcoxian set of 
values and principles. However, Margaret and Helen though 
perceptive and appreciative of the inner reality of human 
spirit, are dynamically opposite to each other in their 
approaches to it. While Helen is impulsive and idealistic, 
Margaret is pragmatic in her attitude. It is left to Margaret 
to articulate a more mature and sublimal response to the 
spiritual reality under the influence of Mrs. Wilcox and 
Howards End. 
Forster introduces in the person of Ruth Wilcox, his 
concept of a higher level of spirituality - a world pertaining 
to the soul, the intangible core of reality. Thus Howards End. 
Forster's fourth novel symbolically endorses the superiority 
of the spirit. Thematically it enlarges over what Forster has 
already made obvious by exploring the schism between the outer 
and inner mode of existence as rendered by the Wilcoxes and 
Schlegels. 
" Ibid., p.243. 
^* Ibid. , p.171. 
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Mrs. Wilcox communicates an impression of a spirit 
differing in quality from her associates. Solid reality is but 
a fragment of her mind. To understand her, one must focus on 
the spiritual plane rather on the phenomenal world which she 
transcends like Dostoevsky's Prince Myshkin. Forster with 
great artistic subtlety has most convincingly created the dim 
and partly comprehensible world of the spirit in which the 
likes of Mrs. Moore and Mrs. Wilcox have their being. Ruth 
Wilcox and Howards End are examples of created symbols to 
establish the ascendancy of spirit over body. The associated 
symbols become conducive to this theme. 
To represent the 'spiritual cleavage between two 
families' may have been Forster's original design; but as the 
novel progressed, Forsterian intention underwent a 
metamorphosis, wherein the idea of inner life became rarefied 
to represent the world of spirit as symbolized by Mrs. Wilcox 
and Howards End. Physical reality becomes a means of giving a 
statement, a form to spiritual reality. Ruth Wilcox is 
conceived as more of a spirit than a human being. For the 
thematic development of the novel, she is given a form and a 
name. Else she is just "a wisp of hay", " a blade of grass", 
that she carries. She is tangible to the degree of what she 
holds in her hand. The rest is relegated to the level of 
spiritual knowledge. She is an embodiment of the spirit that 
emanates from the very earth and binds man and nature. An 
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elemental being, hers is a spirit associated with Howards End 
and its surrounding - the world of nature. Developed at the 
level of ideas, certain images are created to establish her as 
spiritually alive, intuitively inclined and instinctively 
responsive. The artistic display of "light" on her during 
Margaret's visit to Ducie Street house is endowed with 
symbolic overtones. "Light" in itself becomes connotative of 
intuition, awareness and perception: 
The light of the fire, the light from the window, 
and the light of a candle lamp, which threw a 
quivering halo round her hands, combined to create 
a strange atmosphere of dissolution. ^ ^ 
The notion of spiritual kinship, of a kindred spirit 
helps to establish the idea of perpetuity and continuity. It 
is at this level, that Margaret's association with the elderly 
lady becomes vital and significant. Mrs. Wilcox leaves no 
strong impression upon anyone except her young friend in whom 
she perceived a spirit analogous to herself. Her quest for a 
spiritual heir ends with Margaret. The notion of perpetuity 
and continuity are intrinsic themes of the novel for which 
once again Howards End, the wych-elm, infact the entire 
surroundings become contributive symbols. 
Intuitively intense and spiritually alive Ruth Wilcox 
right from her chance meeting with Margaret at Speyer in 
Germany is aware of a correspondence of feeling in Margaret 
15 Ibid.. p.65. 
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and is dravm to her. The initial invitation extended to the 
Schlegel sisters to visit Howards End was with the hope of 
developing further that chance acquaintance with Margaret. 
However, Tibby's hay-fever prevents the elder sister from 
going and it was left to Helen to honour the invitation. But 
chance again brings Margaret and Mrs. Wilcox together - this 
time as neighbours in London. Forster is at pains to establish 
the singularity of acquaintance between the two. If Mrs. 
Wilcox is a ^natural' - an embodiment of pure instinct, then 
Margaret is a compromise between instinct and common sense. 
Though inexperienced in the realm of the spirit, the younger 
woman is conscious of a reality more substantive and 
substantial than at the corporeal level. She has to bide time 
to attain the spiritual reality manifested in Mrs. Wilcox. 
Ruth Wilcox becomes the "wave" in her life that strews at her 
feet "fragments from the unknown": 
She was parting from these Wilcoxes for the second 
time. Paul and his mother, ripple and great wave, 
had flown into her life and out of it for ever. The 
ripple had left no traces behind: The wave had 
strewn at her feet fragments torn from the unknown. 
A curious seeker, she stood for a while at the 
verge of the sea that tells so little, but tells a 
little, and watched the outgoing of this last 
tremendous tide... In Margaret's eyes Mrs. Wilcox 
had escaped registration. She had gone out of life 
vividly, her own way, and .no dust was so truly dust 
as the contents of the heavy coffin. . . few women had 
tried more earnestly to pierce the accretions in 
which body and soul are enwrapped. The death of Mrs. 
Wilcox had helped her in her work. She saw a little 
more clearly than hitherto what a human being is, 
and to what he may aspire. Truer relationships 
gleamed - perhaps the last word would be hope - hope 
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even on this side of the grave. ^^ 
Assured of Margaret as the rightful inheritor, Mrs. 
Wilcox's quest for the spiritual heir for Howards End comes to 
an end. Her symbolic task accomplished, it was time for her to 
depart, hence her sudden death. With her demise Margaret is 
left with the burden of the legacy .{not known to her) . Shorn 
of guidance, her one means of spiritual advancement rests with 
'Nature' which in effect is the country- house with its rural 
surroundings. She has the essential ingredients for it, and is 
destined to reach its sublimal heights. But a mere informal 
bequest was not sufficient to secure her the spiritual legacy 
of Howards End. This thematic and artistic necessity, made it 
imperative that Ruth Wilcox should die. Only her death could 
pave way for a future Mrs. Wilcox, whose inheritance of the 
house would not only be assured at the spiritual level but on 
legal and material grounds as well. The fact that the lease of 
Wickham Place was running out, also conjoins as thematic 
necessity to prompt the old lady in bequeathing Howards End to 
the homeless Margaret Schlegel. 
If Ruth Wilcox is the symbol of spiritual reality, then 
Howards End with its rural environs is her extension,- a 
manifestation of that spirit which will be a guide for 
Margaret; a source of spiritual transcendence, regeneration 
and rejuvenation for Henry and Helen; and an inheritance for 
16 Ibid.. pp.97-98, 
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the child. The spiritual legacy of Howards End, in truth is 
represented by three generations. Mrs. Wilcox and Margaret may 
share the commonness of vision, a singular insight which in 
turn would become the inherited trait for the child - its 
future beneficiary. It was not the bond of blood that prompted 
the legacy but the bond of spirit. 
Ruth Wilcox of Howards End anticipates Mrs. Moore of A 
Passage to India. She represents Forster's notion of the 
'aristocracy of the spirit.' Blessed with the instinctive 
wisdom and intuitive powers of perception, hers is a 
benevolent presence in complete harmony with the house 
standing in symbolic relationship to forces of the earth and 
nature. Closely associated with her and the house is the 
figure of Miss Avery. As a prophetic character, she becomes 
the sibyllic voice of the future, who reaffirms the 
correctness of choice - Ruth's spiritual bequest . At the 
material level too, she helps Margaret in establishing a link 
between her and Howards End. She unpacks the Schlegel's 
packing cases, determined to create a home in a house left 
empty for too long. The hall fills up with the contents of the 
library of Wickham Place, The carpet, the work table, book 
cases and Mr. Schlegel's sword all find a place to occupy. 
"Many an old god peeped from a new niche," every thing seemed 
to fit so extra-ordinarily well. Even the central room 
occupied by Helen four years ago, had been fitted as a 
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nursery, with Tibby's old bassinette occupying the pride of 
place. Margaret's insistence later that she was not going to 
live at Howards End, elicited the following prophetic response 
from Miss Avery: 
"A better time is coming now, though you've have 
kept me long enough waiting. In a couple of weeks 
I'll see your light shining through the hedge of an 
evening...^^ 
And how right she proves to be. Her uncanny insight into 
the future, establishes Miss Avery as no less a symbolic 
entity as Mrs. Wilcox to welcome Margaret to Howards End, both 
at the physical and the spiritual level. Ruth Wilcox, Miss 
Avery and Howards End conjoin into a spiritual entity. 
The friendship between the older lady and the younger 
woman is an appreciative awareness of each others qualities, 
for which their emotive response to the 'spirit of place' 
happens to become the binding force. It is on this ground that 
Howards End plays a central role. Conscious of a vein of 
deeper sympathy, and sounder judgement in Margaret, Ruth 
Wilcox named her as the inheritor of Howards End. The elder 
Miss Schelegel too, had discerned that Mrs. Wilcox though a 
devoted wife and loving mother had only one passion in life -
her house: 
Mrs. Wilcox's voice, though sweet and compelling had 
little range of expression. It suggested that 
pictures, concerts, and people are all of small and 
^^  Ibid.. p.256. 
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equal value. Only once had it quickened - when 
speaking of Howards End.-^ ® 
It was simply not a house of "brick and mortar" but something 
more. For Ruth Wilcox it was the "Holy of Holies" and the 
moment was solemn when she invited Margaret to share that 
passion with her. Miss Schlegel with her strong native roots 
but a rootless existence in London, seeks to anchor where she 
can, and is conscious and appreciative of what the house has 
to offer. London for Margaret is a place, where the genius 
loci has no form. What she values in the elderly lady is the 
spirit that associates with a place in this instance a house. 
She belonged to the house and the house to her. She was its 
rightful owner - Ruth Howard of Howards End. At one point 
Margaret remarked: 
"... I feel that you and I and Henry are only 
fragments of that woman's mind. She knows 
everything. She is everything. She is the house, and 
the tree that leans over... I cannot believe that 
knowledge such as hers will perish with knowledge 
such as mine.,."^^ 
When Mrs. Wilcox's strange bequest is read out, Evie 
questions her mother's wish in the following words: 
"Mother believed so in ancestors too - it isn't like 
her to leave anything to an outsider, who'd never 
appreciate."^° 
But the moot point raised is explained by Forster thus: 
" Ibid., p.67. 
" Ibid.. p. 292. 
20 Ibid.. p.95. 
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To them Howards End was a house: they could not know 
to her it had been a spirit, for which she sought a 
spiritual heir.^^ 
An heir, who very early in the novel had professed a similar 
sympathy-" I quite expect to end my life caring most for a 
place." 
As part of the growing, maturing process intuitively 
anticipated by Mrs. Wilcox, Margaret turns towards the 
countryside. This outgrowing of an emotion is explained by 
Wilfred Stone as a 'movement of expansion' from the rhythms of 
"telegrams and anger" towards the inner life that spreads into 
thematic dominance and expands into the finale: 
The city is the outer life, a cacophony a huge 
interruption in the symphony of the spirit.^^ 
The elemental old lady associated with nature, was a 
"wisp of hay",a "flower" that transcends to become the living 
embodiment of 'Mother Earth.' Hers is a Demeter figure, 
spiritually linked to Howards End. 
The rural setting of Howards End is representative of the 
old, traditional English pastoral scene. It thematically 
extends the scope of the novel to embrace a subject close to 
the novelist's heart - to cherish, idealize and celebrate the 
English bucolic life against the endless flux of a rapidly 
changing world of modern times as symbolized by "civilization 
21 Ibid., p.94, 
^^  Wilfred Stone, The Cave and the Mountain: A Study of E.M.Forster 
(Stanford, California: Stanford University Press, 1966), p.268. 
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of luggage" and "formlessness of London." Forster saw the 
arcadian surroundings as a moulding influence on the way of 
life where the "luggage" and "motor cars" and the "hurrying 
men," who know so much and "connect" so little could be 
forgotten; where the sense of space could be recaptured. The 
English country was a unity in which human life was rooted, an 
ideal for positive values of traditions. Thus Howards End and 
Hertfordshire become a life sustaining symbol - an ideal of 
stability, continuity and rootedness; a traditional symbol of 
shelter and hospitality: 
The present flowed by them like a stream. The tree 
rustled. It had made music before they were born and 
would continue after their deaths. .. .^-^  
The house passing through a process of transfiguration 
evolves into a symbol to connote different meanings. For the 
Wilcoxes it was nothing but a house of "brick and mortar' -
valuable as a private possession. For Mrs. Wilcox it was a 
spiritual entity endowed with powers of rejuvenation. 
Furthermore, Howards End amidst the Hertfordshire countryside 
with its " ivy-vine" and "wych elm", wisp of hay" and "blade 
of grass", meadows and fields, collectively becomes the 
encapsulated symbol of the rural scene reinforcing the idea of 
the rhythms of nature. Howards End is the imaginative 
recreation of Forster's childhood home 'Rooknest" at Stevenage 
in Hertfordshire with the ancient wych-elm as companion to the 
Howards End, p.293. 
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house. The tree extends to it a sense of camaraderie, 
longevity, continuity, support and steadiness: 
. . . the wych-elm that she saw from the window was an 
English tree. No report had prepared her for its 
peculiar glory. It was neither warrior, nor lover, 
nor god; in none of these roles do the English 
excel. It was a comrade, bending over the house, 
strength and adventure in its roots, but in its 
utmost fingers tenderness, and the girth, that a 
dozen men could not have spanned, became in the end 
evanescent. . . House and tree transcended any similes 
of sex. . . yet they kept within the limit of the 
human. Their message was not of eternity, but of 
hope on this side of the grave....^* 
The ivy-vine clinging to the southern walls of Howards End 
lent to the house an aura of dependence and reliance. 
In the novel Forster expounds a sense of rootlessness; a 
consequence of his being uprooted from 'Rooknest' where he had 
spent fourteen years of happy and sheltered childhood. Thus 
the presence of English life with roots in nature gets 
captured and transferred to Howards End. Preserving the 
earliest traditions of England, Howards End represents in 
microscopic form the spiritual inheritance of the English 
countryside. 
The central symbol of the house anchors the novel to the 
theme of rural versus urban.. The novelist develops the English 
country scene as a thematic symbol in need of protection from 
the modern urban order. Forster discovered that this new 
system with its restless and ruthless existence was inimical 
Ibid.. p.192, 
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to human beings. The writer deliberately creates the myth of 
Howards End and the rural scene in order to counter the modern 
malaise of flux, squalor, and nomadic existence. Together they 
exert a reconciling and healing influence. 
As early as the first decade of the twentieth century, 
Forster could foresee the serious effect of mechanization upon 
the environment and human consciousness. The new urban order 
with its *new' breed of men and 'new' machines was 
transforming the very mode of existence and the face of 
England. The Wilcox "car" sending dust upon the roses, 
gooseberries and into the lungs of the villagers, reflects the 
indifference and callousness of modern life. The car in the 
author's vision is just not a mechanical contraption but the 
means of altering for the worse, the very quality of human 
perception and response. The cat run over by the car elicits 
not compassion but compensation for its owner - the little 
girl. Horror-stricken Margaret perceives the whole incident as 
unreal in which: 
They had no part with the earth and its emotions. 
They were dust, and a stink, and cosmopolitan 
chatter and the girl whose cat. had been killed had 
lived more deeply than they.^^. 
The strangulating effect of urbanization and 
mechanization on living forces had been visualized by Porster 
in his early short story The Machine Stops. As a futuristic 
2S Ibid., p.200. 
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fantasy, it projects the tragedy wrought in human life by 
modern technological and mechanical advancement. This concern 
was shared by many a sensitive writer of the times namely 
Galsworthy and H.G. Wells. 
If "car" is the effective symbol of the modern order and 
urban life, then "hay" stands for rural order and traditional 
country life. The "car" and "garage" replacing the "pony" and 
the "paddock" at Howards End, become thematic manifestations 
for the continual flux transforming the face of the earth. The 
"earth" as a cult was losing its hold to the inspiration from 
the town: 
And month by month the road smelt more strongly of 
the petrol, and were more difficult to cross, and 
human beings heard each other speak with greater 
difficulty, breathed less of the air, and saw less 
of the sky. Nature withdrew : the leaves were 
falling by midsummer; the sun shoite through dirt 
with admired obscurity.^^ 
The focus on the perils of the modern mechanical order of 
being bring us to the subject of money and class-war. As 
topics they are worthy of thematic dimension, yet in Howards 
End. Forster has treated them as subsidiary to the theme of 
urbanization and mechanization, so as to sustain the thrust of 
the main argument. They very significantly make symbolic 
contribution to the character of Leonard Bast. Least 
convincing as a character, Leonard is most satisfying as a 
symbol. Illustrative of the working class, he becomes a 
Ibid.. p.102, 
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convenient debate between the well defined value system of the 
Schlegels and Wilcoxes. With their philanthropic and 
humanistic concern, the Schlegels choose to play god to 
Leonard. Their zeal is in total opposition to the capitalistic 
indifference of the Wilcoxes towards the question of 
unemployment and starvation. Henry warns Margaret and Helen 
thus: 
"Don't take up that sentimental attitude over the 
poor... the poor are poor and one's sorry for them 
but there it is. As civilization moves forward, the 
shoe is bound to pinch in places, and it's absurd to 
pretend that anyone is responsible personally...^^ 
Leonard Bast epitomizes in totality the abysmal depths in 
which the working class lives. The squalor, sordidness and the 
ugliness of their existence, is a reflection of the urban-city 
life. It reminds one of lines from Eliot's 'Gerontion': The 
woman keeps the kitchen, makes tea,/ sneezes at evening, 
poking the peevish gutter. Leonard's home on Camelia Road, is 
but a dark and stuffy cellar, which the house agents christen 
"semi-basement" because of respectability and saleability. His 
appalling "umbrella" shredded along the seams , further 
emphasizes his shabby and seedy existence. 
Bast is introduced as a twenty year old insurance clerk, 
whose claim to a fairly sustained 'minimal status' is best 
symbolized through an ignominious emblem of respectability and 
gentility - his "umbrella." In a democratic set-up where money 
27 Ibid.. p.179. 
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is the primary reality, Forster ironically remarks: 
'All men are equal - all men, that is to say who 
possess umbrellas, and so he was obliged to assert 
gentility, ' lest he slipped into the eibyss where 
nothing counts, and the statements of Democracy are 
inaudible. ^^ 
This "umbrella" becomes a symbol of security for Leonard Bast 
- a shield of protection against the threats and oppressive 
onslaughts of the social class-system. 
Eager to improve himself he hoped to graduate into 
culture circles much as "the Revivalists hope to come to 
Jesus." It was such a hope that took him to Queen's Hall 
concert, wherein his "umbrella" becomes the instrument of his 
introduction into the life of the Schlegel sisters. A 
catalytic character, he sets into motion a reaction consequent 
to which these people come to face the essence of reality -
the palpable statement of existence. 
If the "umbrella" is a circumstantial symbol then the 
Schlegel•s name "card" given to Leonard becomes the passport 
for wife Jacky's entry not merely into the Schlegel's life but 
also in the life of Henry Wilcox once again. Jacky Bast-
signifies naked reality not only for the idealistic Schlegels, 
pragmatic Wilcoxes but for the romantic Leonard as well. With 
his vague aspirations, notions, and easy familiarity with the-
"outside of the books," he preferred to dwell in the regions 
of romance. His wife of whom it is simplest to say that "she 
• Ibid., p.44. 
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was not respectable," becomes a forqeful reminder of his real 
identity which consisted of life's daily grind, its greyness, 
pettiness and mechanical cheerfulness. To him the precious 
time spent in the company of the Schlegel sisters was romance 
because as each inexorable minute ticked away, "Jacky and 
squalor came nearer." The mercilessness of this aspect of 
reality could not be ignored. Rejection of Jacky's being would 
only result in self-persecution and hurt, as the breaking of 
the photograph frame illustrates: 
As Leonard was kicking off his boots he jarred the 
three legged table, and a photograph frame slid 
sideways. . . and smashed. He . . .picked the photograph 
up, ... the eyes of Jacky did not accord with her 
smile, but were anxious and hungry. 
Leonard tried to pull out the fragments of glass, 
and cut his fingers and swore... A drop of blood 
fell on the frame, another followed, spilling over 
on to the exposed photograph.^^ 
It was his growing acquaintance with the Schlegels that leads 
to his professional, emotional and personal tragedy. 
"Squalor" and "vulgarity" may well be considered the 
second names for Leonard and Jacky, because together they 
become manifestations of the elusive "goblin footfall" - the 
generative symbol for the harsh, naked and spectral extant 
which is employed by Forster to awaken the upper - class 
Wilcoxes and Schlegels. The necessity of the Bast symbol arose 
because the Schelegel's lived in a world of philanthropic 
zeal, where everything could be corrected with a few 
' Ibid., p. 47. 
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humanistic gestures; and the Wilcoxes simply ignored the likes 
of commoners such as the above mentioned couple who existed at 
life's periphery: 
"We live and let live, and assume that things are 
jogging on fairly well elsewhere..."^° 
However, Leonard's idealistic and impractical aspirations 
are doomed from the very beginning. Forster attributes his 
failure to the socio-economic framework of the age and the 
fact of his rural heredity: 
One guessed him as the third generation, grandson to 
the shepherd or ploughboy whom civilization had 
sucked into the town,- as one of the thousands who 
have lost the life of the body and failed to reach 
the life of the spirit... Margaret ... wondered 
whether it paid to give up the glory of the animal 
for a tail coat and a couple of ideas.^^ 
Deprived of the possession of his land, this 
representative with his ill conceived notions, fails to adjust 
to the demands of the times and thus goes under. However^ as a 
subject for argument between the Schlegels and Wilcoxes, he 
ultimately emerges as a convenient yardstick to counter Henry 
Wilcox's lack of social and moral responsibility. 
Beethoven's Fifth Symphony, thematically underlines human 
reality of striking contrasts, of vision and anti-vision; of 
"splendour" and "panic and emptiness." The image of the 
"goblin" associated with its sequence of anti-vision, evolves 
,^° Ibid., p.137. 
^^  Ibid.. p.109. 
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and expands to become a symbol of truth; a perceptible 
statement of reality as the drama unfolds. Leonard Bast's 
entry into the life of the Schlegel's is described by Forster 
in terms of a "goblin footfall": 
It remained as a goblin foot-fall, as a hint that 
all is not for the best in the best of all possible 
worlds, and that beneath these superstructures of 
wealth and art there wanders an ill-fed hoy...^^ 
If the malign goblins signalize the anti-vision by 
striking the tone of "panic and emptiness, " then the vision of 
life is marked by "splendour and heroism." The view of life as 
rendered by the symphony, alternates between vision and anti-
vision: 
... the music started with a goblin walking quietly 
over the universe, from end to end. Others 
followed him. . .They merely observed in passing that 
there was no such they as splendour and heroism in 
the world. After the interlude of elephants dancing, 
they returned and made the observation for the 
second time...Panic and emptiness! the goblins were 
right.^^ 
Though Beethoven chose to make it alright in the end, the 
basic emphasis remained - "The goblins were there. They could 
return." 
Beethoven's Fifth Symphony, in terms of music symbolizes 
Forster's belief in its sublimal powers - its capability to 
awaken one to realize the truth of life's reality. One aspect 
of that * reality' is the anti-vision, as symbolized by the 
" Ibid., p.44. 
" Ibid.. pp.32-33. 
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goblins at the imaginative level and Leonard Bast at the 
factual level. Furthermore, music helps to reveal the 
subtleties of characters by eliciting their individual but 
varied responses. Thus the different layers of consciousness 
responding to music (reality) at different levels reveal the 
complexity of life: 
Whether you are like Mrs. Munt, and tap 
surreptitiously when the tune comes - or like Helen, 
who can see heroes and shipwrecks in the music's 
flood; or like Margaret, who can only see the music, 
or like Tibby who is profoundly versed in 
counterpoint ... or like their cousin Fraulein 
Mosebach, who remembers all the time that Beethoven 
is 'echt Deutsch' ... in any case, the passion of 
your life becomes more vivid...-^ ^ 
Leonard Bast dies a sudden death like Mrs.Wilcox. Having 
provided the 'yeomen inheritor' for Howards End, he passes 
quietly out of the picture leaving behind the impression of a 
tragic figure. He dies under the weight of books - symbolic of 
the culture that he wished to absorb. Paradoxically, the books 
instead of instrumenting his release become his means of 
oppression. Leonard's death destroys him yet also becomes the 
agent of deliverance. Says Forster, "Death destroys a man: the 
idea of Death saves him."^^ If assured of immortality then 
"greed and injustice" would be the real thing. But in the 
mortal world, death not only suggests the "emptiness of money" 
but also becomes a means of release from the constraints of 
*^ Ibid., p.31. 
^^  Ibid., p.223. 
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life, for the likes of Leonard in Howards End and Rickie in 
The Longest Journey. 
Leonard's death is an orchestrated event, remarkable in 
its symbolic and epiphanic design. It forces Henry and Helen 
to face facts. It humanizes Henry, cures Helen of her romance 
and reconciles them to each other. But above all it 
establishes Margaret at Howards End as the spiritual 
inheritor. The Wilcoxes hold on Howards End comes to a close. 
They with their cosmopolitan outlook were but a threat to its 
continuity, traditional values and the natural order. Thus,the 
dead Leonard Bast proves to be a 'more potent force than the 
living.•^^ 
Forster's preoccupation with the theme of continuity or 
continuance of life from parent to child, once again forms an 
integral aspect of the thematic design. The child of Helen and 
Leonard in Howards End signifies this vision of continuity. 
The baby too like Mrs. Wilcox and Leonard Bast is visualized 
in terms of a symbol rather than an individual. The concluding 
scene of the novel, not only shows Margaret in occupation of 
Howards End, but (now) as its legal heir, in a position to 
bestow the legacy to Helen's offspring (its heir apparent) . The 
child in the real sense is the true inheritor, for he is born 
there. At the symbolic level, he needs no 'ticket' to Howards 
'^  Nigel Messenger, How to Study an E.M.Forster Novel (London: Macmillan, 
1991), p.137. 
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End, neither does Margaret. Initially she did purchase a 
"single ticket" to visit Mrs. Wilcox's spiritual haven, but it 
went wasted. Significantly, even then the ticket bought was 
"single." Margaret needs no return ticket, for is she not its 
true owner? The ticket symbolism draws a striking parallel 
with an earlier short story of Forster The Celestial Omnibus. 
The child hero in it too, purchased a single ticket to 
"Heaven." Like Margaret he tJO need not come back. The 
celestial world was where he truly belonged unlike the Bonses 
of the world. 
The child as the symbol of continuity further facilitates 
the conclusion of the novel, helping to establish the pastoral 
coda of Howards End. He is the 'hope' for England. He is the 
herald of a new order as well as the continuation of the old. 
He is the 'intuitive inheritor' and 'yeomen inheritor'-^ ^ 
living on the land and drawing strength from it. Through his 
child, Leonard (the third generation, to country forbearers 
sucked into the city) would be "redeemed and cleansed to the 
essential yeomen." 
Thematically, Howards End enlarges over what Forster had 
already made obvious in The Longest Journey. The thematic 
concern voiced at the end of it - who shall inherit England 
becomes analogous to the theme of continuity in the instant 
'^ R.N. Parkinson, "The Inheritors, or A Single Ticket for Howards End." In 
E.M. Forster: A Human Exploration, eds. G.K. Das and J.B. Beer (London: 
Macmillan, 1979), p.68. 
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novel. Howards End explores and expounds the theme in terms 
of the struggle between urban versus rural order, city versus 
country life, modernism versus traditionalism and their 
respective value systems. The novelist once again reiterates 
his faith in the men of the English countryside whose hours 
were ruled: 
... by the movements of the crops and the sun. . . 
they are England's hope. Clumsily they carry forward 
the torch of the sun, until such time as the nation 
sees fit to take it up.-^ ® 
The happy pastoral ending with its promise of a harvest 
becomes the triumphant symbol of hope, a yearning, an 
aspiration for a different kind of future that will rest on 
the earth. The hay harvest symbolizes this futuristic vision 
of England and the times to come in the novel. The hope for a 
different kind of future order as voiced by Margaret marks the 
eventual return to a life of the earth, a return which is 
symptomatic of the idea of permanence. Relatively speaking 
this reemergence from urban to rural adds a philosophical 
dimension of transcendentalism to the novel: 
"Because a thing is growing strong now, it need not 
go strong for ever", she said" . . .' It may be followed 
by a civilization that ... vill rest on the earth. 
All the signs are against.it now, but I can't help 
hoping. . . "-^^ 
In Howards End. Forster experiments with a new mode of 
38 Howards End, p.301, 
" Ibid.. p.316. 
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experience. The earlier forays into the individuals psyche had 
concluded in perception and knowledge, an awareness of being. 
The present novel not only heightens the previous efforts but 
also opens newer avenues in individual understanding. 
Corporeality gets an added dimension when Forster in Howards 
End progresses into the land of the spirit and spiritual 
awareness. The prominent symbol •for the transcendental 
experience becomes the house. While in the earlier novels the 
author chose a wider canvas, in the instant novel, he endows 
figurative and symbolic depth to a single place, a unit where 
all movements end. The spiritual legacy manifested in the 
house searches for owners, the inheritors who would not only 
take care of it but with time pass it safely into safer hands. 
To this principal concern Forster links all prominent symbols, 
characters and associative themes. 
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CHAPTER VI 
A PASSAGE TO INDIA 
The year 1924, witnessed the pub l i ca t ion of F o r s t e r ' s 
much awaited ' Ind ian ' novel - A Passage t o India . I t took 
Fors ter four teen long years (since the pub l i ca t ion of h i s l a s t 
novel Howards End in 1910) involving experiences and knowledge 
of two separa te v i s i t s to India 1912-13 and 1921, to f i na l ly 
observe on 27th January 1924, 'Now i t i s done and I think i t 
good!'^ 
I t i s needless to coiranent on the popu la r i t y and c r i t i c a l 
success of A Passage to India. As f i c t i o n i t i s considered a 
twent ieth century masterpiece and a c l a s s i c . Ph i l ip Gardner 's 
comment s tands testimony to i t : 
I t was reviewed more extens ive ly than any of i t s 
predecessor , and hardly a d issonant voice marred the 
equa l ly extensive acclamation.^ 
A Passage t o India i s Fo r s t e r ' s imaginative rec rea t ion of 
h i s i dea l s and experiences about Ind ia . His subsequent book 
The Hi l l of Devi (1953) forms an important supplement to the 
novel. The H i l l of Devi i s a record of F o r s t e r ' s impression 
^ Quoted in Oliver Sta l lybrass , Editor 's introduct ion to A Passage to India 
(Harmondsworth: Penguin Books, 1979), p .19. 
(All subsequent quotations are taken from t h i s edi t ion) 
' Phil ip Gardner, ed. E.M.Forster: The Cr i t i ca l Heritage (London and Boston 
: Routledge and Kegan Paul, 1973),p.21. 
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and letters of both his visits and is an invaluable and 
authentic source of background material in Forster's own 
handwriting. 
A Passage to India celebrates Forster's love for India 
and Indians. Though the novelist's first visit provided him 
with the inspiration material, it was his second visit in 
1921, that granted a perspective to achieve the 'poetic 
philosophic dimension.' Forster himself confirmed: 
The book is not really about politics. ... It's about 
something wider than politics. It is about the 
search of the human race for a more lasting home 
about the universe as embodied in the Indian earth 
and the horror lurking in the Marabar Caves and the 
release symbolized by the birth of Krishna. It is -
or rather desires to be philosophic and poetic and 
that is why when I had finished it I took its title, 
'Passage to India' from a famous poem of Walt 
Whitman' s.-^  
This philosophical and metaphysical nature of the novel, 
makes it a more involved and complex work of art. Yet it does 
not set it apart from his earlier novels. If the individual's 
search for spiritual fulfilment and salvation is the principal 
theme of his first four novels, then in A Passage to India the 
guest is for harmony, a unity to be achieved by the synthesis 
of head and heart, leading to the understanding of spiritual 
reality. Yet again a powerful Forster novel confronts the 
readers, with the triumph of the 'natural forces' that the 
rationalism of the Western philosophy claims to have 
Quoted in Stallybrass, op.cit.. p.25. 
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controlled and ordered. Thus the thematic aspects of his 
earlier novels, once more find a reiteration but in a 
different contextual framework. 
India as the new locale, provided Forster with a larger, 
more expansive and complex canvas to work upon. He explored a 
philosophical dimension that cuts across different cultures of 
the world. The title itself symbolically suggests a 'rite' of 
passage, an initiation ceremony into a more complex mode of 
existence that is * India.' In A Passage to India. Forster 
straddles not only a sub-continent, but also races, religions 
and cultures radically divided in their language, customs and 
values. The effect rendered is of a sense of discord, 
disharmony and dichotomy emphasizing the diversity and 
complexity of India. It is the India of "hundred voices" that 
defies the European rationale to find coherence, order and 
meaning in everything it contemplates. 
As observed earlier, Forster's fictional world operates 
on a schismatic principle. This schism may be between two 
cultures, inner and outer life, illusion and reality, rural 
and urban, developed and undeveloped hearts,'head and heart, 
material and spiritual. The context of this dichotomy becomes 
woven in the theme and the narrative design, of which the 
symbolic pattern becomes a vision. A study of the instant 
novel reveals it to be not concerned with the social or 
political reality but with the question of ultimate reality or 
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truth. Thus the charge of its being *dated' gets countered by 
the extraordinary vision of human life and human nature. Some 
of the major themes that Forster explores in A Passage to 
India are as follows: 
Pitted against a backdrop of British hostility and racial 
tension is the theme of communication. What appears at the 
beginning as a discord between the Indian and the English, the 
ruler and the ruled, slowly broadens into a conflict between 
affirmation and negation, spirit and matter, separation and 
union, emotion and reason. 
It is the antagonism between the two dissenting attitudes 
that marks the breakdown of communication and the failure of 
the Forsterian dictum 'to connect.' To connect, becomes the 
rallying cry emphasizing the need to balance and harmonize the 
conflicting variables that exist side by side as equal 
opposing forces. 
Forster is very sensitive to the issue of personal 
relationships. He sets great store on its worthiness in 
helping man to attain - a larger vision of life, either at 
the human or the cosmic level. The novelist orchestrates the 
theme of communication on the racio - social plane between man 
and man (British and Indians); at the level of the individual 
self (between his head and heart) ; at the spiritual -
transcendent scale between man and God. 
The earlier pattern of awareness and cognition emerging 
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from encounter with muddledom and confusion once again become 
an intrinsic part of the novel's thematic design. This pursuit 
of honesty is related to the spontaneous and natural, the 
individual's psyche that guides towards self- realization and 
self-fulfilment. In the course of analysis, Forster, not only 
exposes the vulnerablity of the 'undeveloped heart' but also 
the failure to connect the head and heart. 
As already discussed in the chapter on The Longest 
Journey. Forster attributes the British sense of 'exclusion' 
or inability to give the emotional life its proper perspective 
to its middle-class culture. The 'undeveloped heart' that 
characterizes the English is largely responsible for the 
difficulties of the Englishmen abroad. Yet again the novelist 
censures the failure of the Public School System in preparing 
students with a fully rounded personality of both the head and 
the heart, 
Closely associated with the above theme of emotional 
awakening of the 'self is Forsterian advocacy of the 'secret 
understanding of the heart.' It is this instinctual and 
intuitive-approach of Mrs. Moore that touches the emotional 
chord of Aziz's heart and wins for her his friendship and 
affection. It is a friendship born of a mutual feeling and 
understanding that is deeper than the demands of hollow, inane 
religion and dry pragmatism governing the western mind. 
The Temple section underlines the novel's primary 
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thematic concern - the recognition of an all inclusive 
intuitive cognizance through the medium of universal 
love.Forster makes it a necessary adjunct to the understanding 
of truth of life and being. The Hindu festival of Gokul 
Ashtami becomes a means of emphasizing man's union with God 
through love. It entails the submergence of one's self and 
realization of oneness with the other in imitation of God. 
This marks yet another attempt by the novelist to seek release 
from the constraints of corporeality in order to reach the 
sublime. 
Death as a thematic necessity establishes the superiority 
of the spirit over body and matter. Thematically Mrs. Moore in 
A Passage to India enlarges over what Forster had already made 
obvious in the person of Mrs. Wilcox in Howards End. Mrs. 
Moores physical self surrenders to the "horror" of the Marabar 
Caves. Despondent in spirit, she leaves for England only to 
die on the way. Death once again becomes a means of granting 
release from her own spiritual limitations in context of a 
particular experience. Developed from the point of view of 
the spirit, her psychic presence dominates subsequent action. 
The local inhabitants of Chandrapore deify her as "Esmiss 
Esmoor," the mystic chant that resurrects her as a spiritual 
mentor in the mind of Adela during the Marabar Trial. She 
recurs in the mind of Godbole as a part of *all inclusive 
reality.' During the visionary sequal at Mau, her memories 
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return to Godbole as sequences of an all inclusive 
transcendent reality. Furthermore, Mrs. Moore's very name 
mellows Aziz to reconciliation with Fielding, friendship with 
Ralph and an unconditional pardoning of Adela at the end of 
the novel. 
In Forster's scheme of things life of the body is 
fundamental. The concept of generation and continuity is a 
manifestation of it . The concluding part of the novel 
celebrates this theme of continuity. Mrs. Moore continues in 
her children Ralph and Stella both physically and spiritually. 
These thematic perceptions get a distinct articulation 
through the symbolic mode of the novel. The thematic pattern 
and the symbolic design coalesce to make a coherent statement 
of the novel's dialectical structure. The tripartite division 
of the novel is a perfect example of its aesthetic design and 
integrative symbolism. It helps A Passage to India, to achieve 
the 'poetic and philosophic dimension' that Forster was 
seeking. 
The three parts of the novel - Mosque, Caves, Temple -
take on the significance of symbols. They envision India's 
diversity and complexity allowing Forster to explore the 
complete potential of the triad. Embracing three communities 
- Moslems, Christians and Hindus,-* it is also representative 
* John Colmer in E.M. Forster: The Personal Voice (London: Routledge and 
Kegan Paul, 1975), p.155,refers to 'Three countries' (manuscript - cum -
typescript of 1950's at King's College, Cambridge ) by Forster. In this 
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of three seasons of the year - cold weather, hot weather and 
the rains. Metaphorically it could also be suggestive of 
three varied approaches to life - emotional, rational, and 
the spiritual. These attitudes signify the author's vision of 
the interaction between the heart, mind and soul. Forster 
stresses the need of a proper fusion of the developed heart 
and developed mind that can lead the human being to achieve a 
realization of true reality - a vision of all comprehensive 
spirituality. 
Each of the architectural pieces - Mosque, Caves, Temple 
evoke specific meaning, but in the hands of Forster acquire 
the nature of an 'expansive metaphor' to correspond with the 
different thematic requirements of the novel. The 'Mosque' 
evokes the norms of simplicity, graciousness and openness at 
its own level but on the thematic level becomes the symbol of 
friendship, understanding, hope, promise and affirmation. The 
'caves' are suggestive of darkness, the unknown (to be 
explored), and the primeval, as well as correspond to life's 
negative urges consisting of nullity, hostility, indifference 
and bleakness. The 'Temple' like the Mosque is a symbol of 
human worship but it further envisages a picture of synthesis 
and harmony. As a thematic metaphor associated with the 'all 
iece of reminiscence Forster admitted of having 'three personal 
atroductions' to India, 'the Moslem' (through his friendship with Ross 
asood); 'the British'(through his personal friends in the .Civil 
ervice); 'the Hindu' (through his job to the Maharaja of Dewas Senior), 
riese introductions provided the basis of the novel's triadic structure. 
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inclusive' approach of Hinduism (Bhakti Cult) it becomes a 
symbol of universal love, reaffirmation and reconciliation. 
Chandrapore, as the new nerve centre of Forster's 
fictional world, is endowed with an inner significance 
representative of India's mystery and muddle. The description 
of the geographical setting of Chandrapore is reminiscent of 
the tradition and style of Thomas Hardy. Introduced in the 
very opening chapter it sets the novel's background, creates 
its characteristic atmosphere, introduces the major themes and 
principal motifs. 
The bisection of Chandrapore into its Indian and English 
boundaries exhibit the theme of separation, of fences and 
barriers. It reflects Forster's explicit intention of 
employing this structural design to signify the racial tension 
and incompatibility between the rulers and the ruled. The 
allusion to the "overarching sky" (which the British part of 
Chandrapore shares with the city) as a symbol renders the 
possibility of connection and bonding, Forster's primary and 
oft repeated theme. 
The juxtaposition of the mysteriously vital Marabar Caves 
against the staid and ordinary Chandrapore is also intentional 
because Forster observes : 
Except for the Marabar Caves - and they are twenty 
miles off. The city of Chandrapore presents nothing 
extraordinary.^ 
A Passage to India, p.31. 
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The caves act as catalyst, setting in motion a chain of events 
that have momentous impact on the lives of Mrs. Moore and Miss 
Quested (directly), and Doctor Aziz (indirectly). These caves 
become analogous to the extra sensory leanings into human 
consciousness. With 'no evil' in themselves they merely 
project or reflect the hearts and minds of the unresponsive 
souls.Hence each character undergoes an intensely private 
individual experience. The Marabar Caves fail to impress or 
disturb either Aziz or Fielding. For them they were objects of 
tourist interest. But both Adela and Mrs. Moore enter the 
caves in a state of inner disquietitude. In Adela it is 
emotional upheaval where as with Mrs. Moore it is spiritual 
bewilderment. Their respective 'panic' experience in the 
cave becomes at the mundane level a tangible manifestation of 
their own state of inner confusion. 
In the hands of Forster, the figure of the 'Punkahwalla' 
is elevated to the level of a quasi-mythical character, the 
"little Indian god" connotative of the values of physicality, 
naturalness and beauty. His presence acts as a stimulus to 
awaken and instil in Adela the truth of her own physical and 
emotional self. 
The all powerful image of Mrs.Moore's loving acceptance 
of the wasp is the supreme example of Forster's attempt to 
include. It is a refrain that resounds throughout the novel. 
However, the stone marks the limit of human understanding as 
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the last section of the novel reveals. 
The Anglo-Indian relationship in A Passage to India is 
explored against the background of British Imperialism. It is 
amidst an atmosphere of hostility and racial incompatability 
that the conflict between the Indians and the English is 
unfolded. As in the earlier Italian novels, once again we have 
two English ladies - the young Miss Adela Quested in the 
company of the elderly Mrs. Moore arriving into the small 
Anglo-Indian community of Chandrapore. The singularly honest 
and sincere attitudes of the ladies towards the natives, act 
as a perfect foil to highlight the narrow and hardened stance 
of the British officials in India. Unaware of the complexities 
involved, Adela is desirous of seeing the "real India." "Try 
seeing Indians," is the suggestion given by Fielding, the 
Principal of Government College, Chandrapore. Mr Turton, the 
Collector of Chandrapore wanting "to give her a good time, 
proposes to give a Bridge party" : 
He explained to her what that was - not the game but 
a party to bridge the gulf between East and West; 
The expression was his own invention, and amused all 
who heard it.^ 
Thus begin a series of attempts to initiate Adela Quested into 
experiencing the real India when previously it was a 
picturesque montage of figures passing before her as a 
' Ibid., p.49. 
154 
"frieze." 
The Bridge party purported to negotiate a "bridge" of 
sympathy between the English and the Indians, ironically 
highlights the spirit of exclusion (practised by the English) 
for the Indian people and all things Indian. As an attitude 
born of cultural snobbery, this bland assumption of racial 
superiority and class consciousness was typical of the British 
officialdom: 
"We're not out here for the purpose of behaving 
pleasently!"... 
"We're out here to do justice and keep the 
peace.... India isn't a drawing-room."^ 
The Anglo-Indian society that swore by the ingrained tenets 
of the English Public School failed to respond because of 
their 'undeveloped heart.' The British inability to give due 
consideration and importance to the claims of the heart 
becomes the reason for the failure of the Bridge Party. 
Instead of promoting a sense of togetherness and rapprochement 
between the Indians and the English, the Bridge Party 
conversely focusses on the existing social cleavage. If the 
officer's wives were too naughty to socialize with the Indian 
ladies, the latter in their turn were also guilty of reserve 
and diffidence in social interaction. The English officers 
with their condescending manners exuded sentiments as "those 
of a god." The whole exercise of the Bridge Party appears 
•^  Ibid. , p.69. 
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like a "comic opera." As a result both Mrs. Moore and Adela 
Quested are disappointed by the outcome. It was not a success 
- "atleast it was not what they were accustomed to consider a 
successful party." 
However, Mrs. Moore by herself proves to be more 
successful in her venture of seeing India. It is within the 
symbolic setting of the Chandrapore Mosque, that Mrs. Moore 
chances to meet Aziz, the young Mohammedan doctor, and 
cultivates an ever-lasting friendship with him. Furiously 
angry at seeing an English woman in the mosque, he had called 
out to her: 
" Madam, this is a Mosque, you have no right here at 
all; you should have taken off your shoes; this is 
a holy place for Moslems." 
" I have taken them off." 
"Yes, I was right, was I not ? If I remove my shoes, 
I'm allowed ?" 
" Of course, but so few ladies take the trouble, 
especially if thinking no one is there to see !" 
"That makes no difference, God is here !"^  
The simplicity and sensitivity of Mrs. Moore's reply so 
disarms him that hostility gives way to amity and makes it 
possible for them to enter into a sincere relationship. It is 
her instinctual and intuitive approach - "I don't think I 
understand people very well, I only know whether I like or 
dislike them"^ touches the emotional chords of Aziz's heart 
* Ibid., p.42. 
' Ibid.. p.45. 
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and makes him her friend for ever. This naturalness of 
response and spontaneity of feelings help Aziz and Mrs. Moore 
to overcome social and cultural barriers and meet as 
individuals. 
Importance of the individual and the sanctity of personal 
relations happens to be the central creed of Forster's vision 
of life. In A Passage to India. Fielding is delineated as a 
firm believer in the 'freedom' of the individual from social 
and cultural constraints. He is keen to effect a harmony 
between East and West through good will and affection. 
Conscious of Mrs. Moore's and Adela's attempts at friendship 
and politeness with the Indians, he decides to give a Tea 
party in their honour. The party proposed to bring Indians 
(Doctor Aziz, Professor Godbole ) and English (Adela Quested, 
Mrs. Moore with Fielding himself being the host) together. 
The Tea party is an unconventional get together. Unlike 
the Bridge Party it dispensed with formalities. Hence the 
conversation flows with ease and the atmosphere remained light 
and friendly. Yet , despite the feelings of good will and 
sincerity that encompasses the social group, it fails in its 
objective of bringing harmony. The untimely intrusion by Ronny 
Heaslop breaks up the party. Tension fills the air. Even the 
* Indian raga' of Godbole's song with its theme of the 
attempted spiritual link between Lord Krishna and the Gopis 
fails to alleviate the tension in the air. 
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The song is a poetic rendering of the Hindu view of God, 
an expression of the Indian mystic tradition of the Bhakti 
Cult, with its mystical assertion of the immanence of the 
Divine: 
The milk-maidens pray to God to come to them 
forgetting the fundamental truth that He is within 
them. And therefore they mistakenly feel that He 
refuses to come. His absence is but a presence. •'^° 
Professor Godbole's song disturbs the equilibrium of the 
English visitors. It is a challenge to their exclusively 
western view of the world. The Hindu view of reality 
enunciated by the song challenges their spiritual inadequacy. 
Mrs. Moore the mystically inclined Christian lady is 
disturbed by it. The mystic invokes the God to come but He 
refuses to come. This refusal to come belies her Christian 
understanding and sets into motion the negative and nihilistic 
tone of the Cave section: 
"I say to Shri Krishna : Come ! Come to me only." 
The God refuses to come. I grow humble and say : 
"Do not come to me only. Multiply yourself into a 
hundred Krishnas, and let one go to each of my 
hundred companions, but one, 0 Lord of the Universe, 
come to me." He refuses to come.... 
" But he comes in some other song, I hope ?" said 
Mrs. Moore gently. 
"Oh no, he refuses to come," repeated Godbole,... 
" I say to Him, Come, come, come... He neglects to 
come."^^ 
10 For a detailed explanation refer V.A. Shahane, E.M.Forster; A Study in 
Double Vision (New Delhi: Arnold Heinemann, 1975), pp.104-105. It 
provides an invaluable insight into the Hindu mystic tradition. 
A Passage to India, p. 96. 
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Adela resents the apathy that overtakes her after hearing the 
song, as she confessed to Fielding later: 
" I enjoyed the singing. . . but just about then a 
sort of sadness began that I couldn't detect at the 
time... no, nothing as solid as sadness: living at 
half pressure expresses it best. Half pressure. I 
remember going on to the polo with Mr. Heaslop at 
the Maidan. Various other things happened - It 
doesn't matter what, but I was under par all of 
them. I was certainly in that state when I saw the 
caves, . . . "^ ^ 
Thus the song, leaves her living at "half pressure, " 
making her conscious of the inadequacy of her personal life. 
As a result she develops an irritation which is against her 
nature. Furthermore, Ronny's lack of subtlety, self-
complacency and censoriousness as evident at the tea party 
makes her decide not to marry him. At Fieldings party she was 
shocked to hear herself announce to Aziz that she would be 
leaving the country shortly. She had made the remark without 
thinking of its implications. The instinctive and the 
unconscious in her had realized that.she could not adjust with 
Ronny-the Sahib in India. Out on the Maidan - this large, 
natural and open space prompts her heart to speak out the 
simple truth again. Without inhibition she gently breaks off 
her engagement with Ronny. However, on the road to Marabar, 
Adela revokes her earlier decision. The 'animal thrill' that 
passes between her and Ronny in Nawab Bahadur's car, marks her 
unconscious surrender to animal passion. It is not a genuine 
12 Ibid.. p.240. 
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fusion of her head and heart. Like Lilia Herriton, she 
confuses the spurious unity of the moment or superficial 
sexuality with love. Like Lucy Honeychurch she pretends love 
where there is none. She refuses to face the truth herself. 
The Forsterian code of conduct emphasizes the equal claims of 
body and spirit, reason and emotion, head and heart to enjoy 
good life and achieve personal redemption. According to 
Forster personal salvation can only be enjoyed by those who 
trust their emotions and guard their inner integrity from the 
corrupting influence of conventions. Adela sins against the 
wisdom of her own body. The neglect of her emotional self 
leads to the neglect of her own deliverance. It is her 
emotional muddle that eventually causes her hallucinatory 
panic in the cave and her psychic break down. 
The material substance of the cave, is the direct result 
of Adela's desire to see the "real India." It leads to the 
organizing of the expedition to the Marabar Caves - a 
magnificent entertainment proposed and undertaken by Aziz for 
the two English visitors - his friends. It is this visit to 
the caves that engenders the climactic experiences of Adela 
Quested and Mrs. Moore. 
Forster confessed to P.N. Furbank and F.J.H. Haskell 
thus: 
When I began A Passage to India, I knew that 
something important happened in the Marabar Cave, 
and that it would have a central place in the novel. 
The Marabar Caves represented an area in which 
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concentration can take place.^ 
In the novel Forster describes the Marabar Caves as a strange 
geographical phenomena: 
They are older than anything in the world. No water 
has ever covered them, and the sun who has watched 
them for countless aeons may still discern in their 
outlines forms that were his before our globe was 
torn from his bosom. If flesh of the sun's flesh is 
to be touched anywhere, it is here, among the 
incredible antiquity of these hills.^^ 
Thus introduced as representative of "primal" India -
older than anything in the world, older than all spirits, they 
are "extraordinary" and "uncanny." Nothing attaches to them. 
Even the major religions of Hinduism, Buddhism, Jainism have 
made no deep impression on them. As "flesh of the sun's flesh" 
they become firstly, the metaphor for the macrocosm, to depict 
human predicament in an alien and indifferent universe. 
Secondly, the term "primal" becomes connotative of primitive 
feelings of love and sex. 
Contextually the caves symbolism interpolates with the 
thematic premise of the novel. It challenges the 'head' of 
Adela and the'heart' of Mrs. Moore. They question Mrs. Moore's 
comprehension of spiritual reality and Adela's understanding 
of emotional reality within herself in relation to love and 
marriage. They become the psychic symbol of their inner state 
'^ P.N. Furbank and F.J.H. Haskell, "E.M. Forster" Writers at Work.The 
Paris Review Interviews(New York, 1962), pp.26-27. 
14 A Passage to India, p.137. 
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of consciousness. The Marabar caves are a part of the "fists 
and fingers" that happen to constitute the Marabar Hills. Thus 
they become an aspect of nature symbolism where nature is seen 
not in its benevolent aspect. Unlike the natural world of his 
earlier novels, the bleak Indian landscape of the Marabar 
demonstrates its indifferent and sinister aspect. Instead of 
exercising a positive influence on the human personality and 
human needs, it is shown to be apathetic to ideals of love, 
fellowship and humanity. 
However, it is significant to remember that the caves 
represent only a detail of life's infinite variety. Their 
radical nihilism does not invalidate the benevolence of the 
mosque or the benediction of the rains. These intractable 
caves are unable to prevent the thousand coconut palms wave 
their farewell message to Mrs. Moore: 
" So you thought an echo was India,- you took the 
Marabar Caves as final ?" They laughed, " What have 
we in common with them, or they with Asirgarh? 
Goodbye!"^^ 
Thus the caves help to signify and bring a close comprehension 
of life's essential though diverse patterns of polar 
opposition between good and evil, affirmation and negation, 
acceptance and rejection, antithesis and synthesis, promise 
and defeat. 
Unlike the visionary moments of the earlier Forsterian 
Ibid.. p.214 
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protagonists Caroline, Lucy and Rickie - Mrs. Moore's 
experience is far removed in nature from the transcendental or 
idealistic.In the true Forsterian manner, the epiphany albeit 
a negative one, marks the turning point in the narrative and 
also in the development of the character. Her sympathy and 
concern for others fade into apathy and unconcern. Boredom, 
indifference and irritation become her behavorial norm. This 
change marks her surrender to the life-denying proclivities, 
an inversion of the visionary trance of the earlier novels. It 
is more in the nature of an anti-vision. 
The Marabar Cave with its terrifying echo, had been a 
horrid experience for Mrs. Moore. Her immediate reaction was 
of physical distress, discomfort, and despair. The stench, 
crush and stuffiness of the cave had nearly caused her to 
faint. The more she thought of the experience, the more 
negative it became. Horror and terror reduces her to a state 
of spiritual exhaustion and indifference. She does not want to 
communicate with anyone. Her Christian faith and personal 
relationships are all reduced to nothing. This appalling sense 
of 'emptiness' and *meaninglessnes' of life is connected with 
the "ou-boum" of the cave: 
Pathos, piety, courage ••- they exist, but are 
identical, and so is filth. Everything exists, 
nothing has value. If one had spoken vileness in 
that place, or quoted lofty poetry, the comment 
would have been the same - 'ou-boum' . . .no one could 
romanticize the Marabar, because it robbed infinity 
and eternity of their vastness, the only quality 
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that accomodates them to mankind.-^ ^ 
Confronted with the negation of her values Mrs. Moore finds 
India far removed from the transcendental and ideal. Unable to 
find an answering echo to her humanity, she retires into the 
cave of her own: 
Religion appeared, poor little talkative 
Christianity, and she knew that all its divine words 
from Uet there be light' to 'It is finished ' only 
amounted to 'bourn' ....the universe, never 
comprehensible to her intellect, offered no repose 
to her soul. . . -^^ 
She retreats from life itself and waits for the 
inevitable death to release her from this apathetic state of 
existence. Her collapse is not merely physical, and mental 
but spiritual as well. 
If the Marabar Caves undermine Mrs. Moore's hold on life, 
they reduce Adela to a state of delusion and hallucination. 
Her reaction to the 'caves' is but a comment on her 
relationship with Ronny, the man whom she does not love but 
proposes to marry. Thus, both Mrs.Moore and Adela are made to 
face their own different realities. 
It is significant to note that Mrs. Moore's break down is 
not sudden. After her experience in'the Marabar Caves, Forster 
describes her behaviour pattern thus: 
...the mood of the last two months took definite 
form at last, and she realized that she did't want 
" Ibid.,pp.160-161. 
" Ibid., p.161. 
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to write to her children, did't want to communicate 
with anyone.. . ^^ 
Even during the journey to the Marabar Caves, while Adela sat 
making plans for the future, Mrs. Moore was lost in her own 
thoughts: 
She felt increasingly (vision or nightmare?) that, 
though people are important, the relations between 
them are not, and that in particular too much fuss 
has been made over marriage; centuries of carnal 
embracement, yet man is no nearer to understanding 
man. And today she felt this with such force that it 
seemed itself a relationship, itself a person, who 
was trying to take hold of her hand.^^ 
Many factors contribute towards her inevitable collapse of 
will, and thorough disillusionment,. Her Marabar experience 
acts as a trigger releasing unsuspected depths. Blessed with 
an intuitive knowledge as well as a 'developed heart' Mrs. 
Moore epitomizes Forster's belief in the efficacy of personal 
relations, good will and understanding. Thus she finds the 
snobbish attitude of the British officers disheartening. Ronny 
in particular becomes her biggest disappointment: 
He spoke sincerely, but she could have wished with 
less gusto. How Ronny revelled in the draw backs of 
his position! How he did rub it in that he was not 
in India to behave pleasantly, and derived positive 
satisfaction there from!. He reminded her of his 
public-school days....His words without his voice 
might have impressed her, but when she heard the 
self satisfied lilt of them, when she saw the mouth 
moving so complacently and competently...she felt, 
quite illogically, that this was not the last word 
on India. One touch of regret. . .the true regret from 
" Ibid.,p.161. 
" Ibid., pp.147-148. 
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the heart - would have made him a different man, and 
the British Empire a different institution.^° 
Furthermore, the ups and downs of Ronny-Adela relation-
ship depress and disillusion her. India's elusiveness and 
mystery test her basic convictions. In India, Mrs. Moore had 
not only drifted from the Western notions but moved closer to 
Indian ethos. She had felt the spirit of India permeating her 
being ever since her arrival: 
She watched the moon, whose radiance stained with 
primrose the purple of the surrounding sky. In 
England the moon had seemed dead and alien,- here she 
was caught in the shawl of night together with earth 
and all other stars. A sudden sense of unity, of 
kinship with the heavenly bodies, passed into the 
old woman and out, like water through a tank, 
leaving a strange freshness behind.^ •'• 
It is Mrs. Moore's * intuitive awareness' that brings her 
close to the Indian manner of feeling to acquire "racial 
secret communication more by blood than by speech." Her innate 
generosity of spirit is ready to love and accept the Indians, 
as she explains to Ronny: 
"Because India is part of the earth. And God has put 
us on the earth in order to be pleasant to each 
other, God...is...love."^^ 
Her tenderness towards the 'wasp' is but a measure of her 
intuitive kindness, that wills her to include it in her scheme 
of love. Like Mrs. Wilcox, she is developed at the level of 
°^ Ibid., p.70. 
^^  Ibid... pp.50-51. 
22 Ibid.,p.70. 
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the spirit. One must focus on the spiritual plane - the dim 
and the impalpable world of the spirit, in order to understand 
her. 
A Passage to India, is about Mrs. Moore's journey from 
the orderly existence of the West into the 'formless chaos' of 
life that is India. The caves become Forster's chosen locale 
for the symbolic confrontation of the Hindu view of 
spirituality with its Christian counterpoint. They lend Mrs. 
Moore an opportunity to realize her spiritual limitations. 
She associates nothing 'evil'with them. Her panic is at the 
'emptiness' of the universe. The vision, if it can be called 
one,presents itself as a nightmare. Mrs. Moore possessing all 
the virtues of the heart finds her values nullified by an 
"echo." Her religion is different from Professor Godbole's 
Hindu beliefs, which emphasizes life's all inclusiveness. At 
this point the principal idea of Godbole's song of the Mosque 
section makes a thematic resurgence. This 'inclusive' quality 
of God gets negatively registered by her western mind. She is 
unable to grasp the mystic sublimity of God's presence. His 
"absence" implies presence as Godbole tries to explain to 
Fielding: 
"Good and Evil are... both of them aspects of my 
Lord. He is present in the one, absent in the 
other,... absence is not non-existence and we are 
therefore entitled to repeat, 'Come, come, come, 
come.'"^^ 
23 Ibid.. p.186. 
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It is Mrs. Moore's undeveloped mind that does not allow 
her to sort out this spiritual muddle, and thus she loses the 
sense of reality. She is unable to make the necessary 
connection between negation and affirmation, absence and 
presence, good and evil that leads to a totality of vision. 
Old age and spiritual muddle hinder her understanding of 
India's reality. After a life time devoted to the 'heart' she 
cannot adjust to a re-orientation of reality. But as she 
leaves India, "its" many "voices" speak to her. They prompt 
her to alter the negative vision. The sight of Asirgarh Mosque 
reawakens her interest. It reminds her of the Chandrapore 
Mosque with its offer of a more agreeable India. Realizing 
she had not seen the right places, she longs to stop and 
disentangle the hundred of threads that constitute the spirit 
of India. But it was too late. She had to proceed with her 
journey. She thus leaves India to die enroute to England: 
Dead she was - committed to the deep. . .when the sun 
touched her for the last time and her body was 
lowered into yet another India - the Indian 
Ocean.^^ 
If the Marabar caves make Mrs. Moore doubt the efficacy 
of Christian values and persor :J1 relationships, they make 
Adela Quested doubt her own emotions. The caves, 
representative of primeval India become symbolic of the 
natural forces and primal emotions. They test Adela's sense of 
24 Ibid.. p.254. 
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being and truth in context with her own self. In the Marabar 
Caves she comes face to face with the naked truth that she did 
not love Ronny. With Mrs. Moore preferring to stay behind 
after visiting the first cave, Adela continues her sight-
seeing with Doctor Aziz. Reflecting upon her forthcoming 
marriage with Ronny, she discovers a.dangerous gap between her 
feelings and thoughts. The peculiar pattern of the rock foot-
holds reminds her of the dust pattern created by Nawab 
Bahadur's car on the day of the accident. With it came the 
memories of her engagement and the realization "no they did 
not love each other." Liberal in mind but conservative at 
heart she attempts to control her feelings and emotions: 
Ought she to break her engagement off? She was 
inclined to think not - it would cause so much 
trouble to others; besides, she wasn't convinced 
that love is necessary to a successful union.^^ 
Her rational leanings substitute love with respect, 
esteem and personal intercourse. Adela's vulnerability and 
weakness lay in her 'undeveloped heart.' Capable of only 
tutored and conventional responses, she like Ronny thinks that 
the world can be mastered at will. The couple's attempt to 
label and categorize all emotions ran parallel to their 
compulsive need to rationalize. And Forster had at the outset 
symbolically indicated the futility of such an impulse in a 
country such as India. Whether it be labelling the "green 
" Ibid., p.163. 
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bird" or the "hairy animal." Even the confusion about the 
"snake" on the way to the Marabar Caves is said to be the 
result of "illusion." All of them represent the diversified 
and multifarious experience of total India. They anticipate 
the mysteries and confusions of the caves which belie rational 
premise. 
Refusing to face the demands of her heart, Adela fails to 
respond to the symbolic moment of choice. Assuming that 
personal issues could be rationalized she enters the cave, 
where she is attacked by her own emotional self.^^ It is the 
neglect of her emotional self that results in her delusion and 
collapse. Her disaster arises from within her. Later 
attempting to rationalize the Marabar disaster to herself, 
Adela sees it connected : 
. . .though by a thread, with another part of her life 
her engagement with Ronny. She had thought of love 
just before she went in, and had innocently asked 
Aziz what marriage was like, and she supposed that 
her question had aroused evil in him.^^ 
However the "evil" aroused does not come from Aziz but from 
her own self. Rationally honest, her emotional dishonesty 
becomes her undoing. Adela's emotional trauma, is attributed 
by Forster to the middle-class puritanism. Distrustful of 
*^ From the time of Adela's entry into the cave and onwards till chapter 17, 
Forster offers no account of what happened to her. However, we do have 
a detailed description of Aziz's movement from the time he left Adela to 
his arrival at Chandrapore Station. It is a narrative measure taken by 
Forster to authenticate Aziz's innocence, add to the mysterious nature 
of the occurrence and to make Adela sort-out her 'inexplicable muddle.' 
*' A Passage to India, p. 229. 
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love, it curbed spontaneity and set a limit to the free self. 
Adela falls a victim to the repressive forces of this middle-
class culture. 
She faces her ultimate and greatest crisis at the Trial. 
Having begun to doubt the validity of her accusation after 
meeting Mrs. Moore, she becomes convinced of Aziz's innocence. 
Calling out to Ronny she pleads thus: 
"Help me to do what I ought. Aziz is good. You heard 
your mother say so"... "I've been so wrong to accuse 
him." 28 
Thus at the trial, Adela exhibits a courage born of her 
'religion of honesty.' It becomes her supreme moment of 
transcendence guiding her towards fidelity, total awareness 
and truth. Helping her towards this vision of reality is the 
spiritual influence of Mrs. Moore and the pagan presence of 
the Punkahwalla. 
At the Marabar Trial, she gains a new perspective. Her 
innate honesty helps to recapitulate the facts and details of 
the incident, of which she had not been aware at the time. 
Hence when asked the vital question - "The prisoner followed 
you into the cave ?" Adela replies in the negative. In her 
testimony she relives the expedition in a kind of splendid 
vision, discovering the veritable truth of what had not 
happened: 
She didn't think what had happened, or even remember 
2e Ibid.• p.208. 
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in the ordinary way of memory, but she returned to 
the Marabar Hills and spoke from them across a sort 
of darkness to Mr. McBryde. The fatal day recurred, 
in every detail, but now she was of it and not of it 
at the same time, and this double relation gave it 
indescribable splendour... .^ ^ 
As Adela is able to acknowledge with genuine exactitude 
the horrifying experience, the nagging echo diminishes and 
finally vanishes. The echo is the voice of the 'reality' that 
exposes the respective inadequacies of both Adela and Mrs. 
Moore. She is now initiated into an awareness and acceptance 
of her inner being. Adela has comprehended the ultimate verity 
of existence. She has succeeded in connecting head and heart, 
reason and emotion, perception and imagination. Thus with 
Adela withdrawing her charges the trial comes to an abrupt 
end. Nothing remains on the €cene but the "beautiful naked 
god-the Punkahwalla." 
The figure of the Punkahwalla, figuratively controls and 
endows the entire trial scene with mythic and symbolic 
possibilities: 
The court was crowded and of course very hot, and the 
first person Adela noticed. . .was the humblest of all 
who were present, a person who had no bearing 
officially upon the trial: the man who pulled the 
punkah. Almost naked and splendidly formed,...he 
caught her attention as she came in, and he seemed 
to control the proceedings. . . .-^^ 
Impressive as a figure of detachment.he helps Adela review the 
" Ibid., p.230. 
°^ Ibid., p.220. 
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incident dispassionately. The Punkahwalla along with Mrs. 
Moore becomes the medium of granting her a vision - whose 
significance only she could gauge. It is a vision which helps 
her not only to achieve her own salvation but also grants Aziz 
his redemption and acquittal. 
From the Trial scene, Adela emerges as a reformed 
person. But like Philip Herriton, she remains a creature 
dominated by her head. Her self-realization does not mature 
into self- fulfilment to satisfy what is new within herself. 
Her behaviour rests on cold justice and honesty. Though her 
thoughts originate from the heart, they do not include the 
"heart." Thus the Punkahwalla provides a temporary stimulus, 
not a lasting revelation. Despite showing a generosity of 
spirit, she remains indifferent to life's immense 
possibilities - physical and spiritual. Though incapable of 
love, she desires others to want it. Her attitude is of 
academic interest. She stands on the periphery without being 
a part of life. Adela eventually settles down to a career in 
England. 
While exploring the all pervasive theme of communication, 
in the novel, Forster is conscious of elements that render the 
endeavour futile. Confusion, reservations and prejudices mar 
all attempts at friendship. The efforts of the Bridge Party, 
Tea party, Aziz's sick bed-side gathering, all aiming at 
harmony through good will and kindness tend to become 
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inconsequential affairs. Frustration and disappointment seem 
to be the sequel to the attempts t,o reach out. The Marabar 
Expedition is organized by Aziz with the specific intention of 
honouring his English guests - Mrs. Moore and Miss Quested. In 
his endeavour to show them the *real India' - the Marabar 
Caves, he wanted them to experience Indian friendship, 
affection and hospitality. However, the results turn out to be 
disastrous. This attempt to cross the racial divide and make 
lasting friendship becomes marked by the spirit of hostility. 
The respective communities polarize and harden in their 
attitudes. The schism between the East and West deepens and 
widens. Furthermore, the cave experience of both the English 
ladies becomes a symbolic rendering of the theme of 
communication at the level of the individual self. It is the 
call 'to connect' so as to achieve a vision of total reality. 
Their failure to attain this unity is a result of their 
individual inadequacies. 
The Mosque section provides a definite if a limited 
'bridge' of communication (between Aziz, Mrs. Moore, and 
Fielding) with the various friendships formed in this section. 
The Caves section provides no 'bridge' at all,in fact all 
relationships seem to suffer and collapse in this part of the 
novel. It is in the Temple section, that Forster attempts at 
harmony and synthesis again. He explores the possibility of 
unity by submerging differences through universal love - the 
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11 inclusive reality' of Hinduism. However, the Temple 
experience provides only a time bound harmony. For Godbole's 
mystic ecstasy is marked by a return to the world of reality. 
So also the reconciliation of Aziz and Fielding becomes a 
limited one. 
• Forster had envisioned the Temple section as an 
architectural necessity. He explained thus: 
I needed a lump, or a Hindu Temple if you like a 
mountain standing up. It is well placed and gathers 
up some strings... 
It merits the achievement of a wholesome perspective and 
wholeness of being as exemplified by the Ashtami Celebrations. 
The Festival of Gokul Ashtami signifying the birth of 
Lord Krishna - the God of love, becomes a means to emphasize 
man's union with God through love. In Forster's hand this 
integral aspect of Hindu-mystic-tradition of Bhakti Cult 
expands into a metaphor of love and harmony to allay personal 
antagonism and personal misunderstandings. It helps to 
reconcile all the major discords of the novel: 
Infinite love took upon itself the form of Shri 
Krishna, and saved the world. All sorrow was 
annihilated, not only for Indians, but for 
foreigners, birds, caves, railways, and the stars,-
all became joy, all laughter; there had never been 
disease nor doubt, misunderstanding, cruelty, fear. 32 
^^  Quot-ed in J.B. Beer, The Achievement of E.M.Forster (London:Chatto and 
Windus, 1963), p.133. 
^^  A Passage to India, p.285. 
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The Temple becomes the answer to the "ou bourn" of the 
Marabar experience. Godbole's song and dance, as an expression 
of his spiritual ecstasy aims at completeness. It projects an 
image of physical, mental and spiritual harmony. Universal 
oneness is to be attained through love; the submergence of 
one's individuality and realization of oneness with others. 
Godbole in his attempt to transcend his individuality touches 
sublimal greatness. He experiences, this spiritual bond when 
he includes even a "little wasp" in his ecstatic vision. 
They loved all men, the whole universe, and scraps 
of their past, tiny splinters of detail, emerged for 
a moment to melt into the universal warmth. Thus 
Godbole remembered an old women he met in 
Chandrapore days. Chance brought her into his 
mind...she happened to occur...and he impelled her 
by his spiritual force to that place where 
completeness can be foi id. . . .he remembered a wasp 
seen he forgot where pehaps on a stone. He loved 
the wasp equally, he impelled it likewise, he was 
imitating God.^^ 
Thus Godbole's attempt to love all things in imitation of 
God includes the image of, an old English woman -- Mrs. Moore 
and one "little wasp." The wasp is an important Forsterian 
leitmotif to gauge one's reverence for life and generosity of 
spirit. Mrs. Moore's innate kindness accepts it- whereas the 
conventional Christian missionary, Mr. Sorley excludes the 
wasp from the conventional Christian Heaven. However, Godbole 
in his mystic state finds a place for it in the ritual at the 
" Ibid.. pp.283-284, 
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-ith of Lord Krishna. Unlike Christian Theology, Hinduism 
seems to be the most spiritually generous of religions. It is 
capable of embracing the muddle of life and drawing 
significance out of it. The resurgence of Mrs. Moore's image 
in Professor Godboles mystic trance brackets them both as 
embodiments of intuitive sympathy and mystic inclinations. 
They are magnificent beings in their spiritual dimensions. 
The Mau festival is the thematic attempt (at the 
transcendent level) to reach out and make connection with the 
infinite. The spirit of harmony permeating the atmosphere 
exercises its influence on human relationships as well. Three 
subsequent incidents symbolically interpenetrate with the 
thematic purpose to contribute to the organic unity of the 
novel: 
i. Aziz's visit to the English guest - house, 
ii. The boating scene. 
iii. Aziz's and Fielding's last ride together. 
If the first two incidents demonstrate the spirit of 
reconciliation and harmony; the third event reflects upon the 
British and Indian relationship 'through the friendship of Aziz 
and Fielding. Human communication and connection is not 
impossible but difficult seems to be the Forsterian 
suggestion. 
Aziz's visit to the European guest-house is dramatically 
timed with the "prisoner's release" and the marching of the 
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d's procession." Symbolically it represents Aziz's release 
from prejudices and constraints. He had undertaken the call 
with malicious intent and curiosity, however it transposes to 
become reconciliatory in spirit. Ralph Moore reminds Aziz of 
Mrs. Moore. The scene resounds with the echoes of Aziz's 
meeting the old lady in the Chandrapore Mosque. It is this 
perpetuation of Mrs. Moore's spirit in her children Ralph and 
Stella that stirs Aziz, moving him from the state of apathy 
and hostility. Ralph Moore becomes the agency through which 
Mrs. Moore exercises her influence over Aziz. Her memory 
washes over him like a wave to lead him towards a renewed 
tenderness and understanding. Thus, Adela 'pays off her debt' 
to India through Ralph. Ralph's visit to India (for which 
Adela appears to have given money) and his eventual friendship 
with Doctor Aziz, dispels the spirit of estrangement that had 
engulfed him since the Marbar incident. The Mau tank episode 
epitomizing the spirit of reconciliation helps the group 
(English and Indians) to make up their little differences and 
bridge the gap between the communities. 
Aziz who lives by instincts and emotions, is an 
embodiment of spontaneity and vitality. His emotions gush 
forth at the thought of Mrs. Moore, his best friend. As an act 
of homage to Mrs. Moore's son, he decides to take Ralph rowing 
in the Mau Tank - to enjoy the Indian Monsoon and the lights 
of the procession. The drama of the capsized boats is a scene 
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yet," and the sky said, "No, not there."^^ 
The final coda is but an amplification of an earlier 
conversation between Ralph and Aziz in the guest - house. To 
Aziz's statement that the two nations cannot be friends, the 
intuitively conscious Ralph had replied, "I know not - yet." 
At' the universal level it is the inability of the English 
to understand the "hundred voices" of India that becomes their 
undoing. As long as they remained ignorant of the *one India' 
of infinite possibilities, the differences will remain 
irreconciliable. 
A Passage to India projects India as a 'mystery' that 
challenges the 'undeveloped heart' and a 'muddle' that baffles 
the 'undeveloped head' at the personal level. The failure of 
Fielding and Aziz's attempt at harmony endorses this view. 
Their friendship is unable to provide an amicable solution to 
the problem of human connection and communication. Fielding 
like Adela is warm hearted and liberal . Despite his full 
faith in good will and affection he is unable to transcend the 
rational bias of his personality. His own regret and 
discontent stands as a testimony to this failure as he stood 
watching the Marabar Hills from a distance: 
After forty year's experience, he had learned to 
manage his life...on advanced European lines, had 
developed his personality, explored his limitations, 
controlled his passions-...A creditable 
achievement, but as the moment passed he felt he 
35 Ibi<?.. p.316, 
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rich in symbolism. The boat carrying Ralph and Aziz collides 
with that of Fielding and Stella. As a result all get 
submerged in the water. The plunge in the Mau tank becomes an 
act of purification, a cleansing ritual. Personal differences 
are forgotten and barriers washed away. Absolved of ill-will 
and hatred, friendship is possible again. Aziz not only makes 
new friends - Ralph and Stella, but also reconciles his 
differences with Fielding and Adela as well. In a 
reconciliatory gesture, he writes to Adela and pays her the 
greatest tribute: 
*For my own part, I shall henceforth connect you 
with the name that is very sacred in my mind, namely 
Mrs. Moore.' ^* 
The religious sanctity of the Mau Tank purifies the heart 
and mind of Aziz and Fielding. However,despite this accord and 
friendship, the final episode of the novel shows their end to 
be in separation. 
As Aziz and Fielding ride through the Mau jungle (for the 
last time together) , Forster returns to the theme of 
separation, of fences and barriers that exist between the 
Indians and the English. Fielding asks Aziz: 
"Why can't we be friends now," ... 
"It's what I want. It's what you want." 
But the horses didn't want it, they swerved apart; 
the earth didn't want it, sending uprocks through 
which the riders must pass single file; the temples, 
the tank, the jail, the palace, the birds...didn't 
want it, they said in their hundred voices, "No, not 
Ibid.. p.314, 
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ought to have been working at something else the 
whole time - he didn't know at what, never would 
know, never could know, and that was why he felt 
sad." 
Forster sees a possible solution to human 
misunderstandings and differences in human nature itself, in 
man's innate capacity to transcend barriers of individual 
consciousness in order to embrace the 'other,' be it at the 
personal level, universal level or transcendental level. The 
scene of Gokul Ashtimi bears testimony to Hinduism's all-
inclusive approach of universal love as a possible solution to 
achieve universal brotherhood. There has to be something 
universal in the country to break down the barriers. Though 
Hinduism provides Forster with the metaphor of 
'inclusiveness,' it does not receive his full endorsement. The 
stone measures the limit of Godbole'.s spiritual capacity, who 
fails to love the stone equally. It remains outside human 
understanding and charity. It forces upon him an awareness of 
human limitation to bring him back to time and place. For man 
is not God, though he aspires towards that state. Thus it 
remains an ideal rather than a living reality-though full of 
hope and promise but not of fulfilment. Considering the 
vastness of the issues involved even the "sky" which "settles 
everything" as a symbol of all embracing unity cries out "Not 
yet... not there." 
36 Ibid.. p.197. 
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The inconclusive ending of the novel is an indication for 
continuation and expansion. It allows the novel to drift into 
prophecy in the name of a future possibility. The all 
embracing efforts of the different agencies in the novel are 
to be constantly extended so as to include something more -
the "wasp" by the Christian missionaries, the "stone" by 
Godbole. It is towards this end that the last ride is to be 
interpreted and expanded upon. The aim of the novelist 
according to Forster is: 
Expansion. That is the idea the novelist must cling 
to. Not completion. Not rounding off but opening 
out. . .2'' 
A Passage to India remains Forster's most popular novel 
to date. It is the novelist's acknowledgement of his love for 
India which becomes the nerve centre, the node of all accions. 
The Howards End motif gets enlarged to embrace a wider 
landscape with limitless possibilities. The cultural and 
religious diversity lend ambience to the ethos of the land. 
His purpose in this novel is to make the East and West come 
together. Notwithstanding the fact that the western mind has 
to grapple with the elusive ethnic nature of the land which 
serves as his backdrop,Forster tries to tutor his protagonists 
into a true understanding of themselves and the meaning and 
spirit of India. Within this central thematic symbol, Forster 
^'' E.M. Forster, Aspects of the Novel (Harmondsworth: Penguin Books, 1990) 
p.149. 
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weaves a web of experiences. All subsequent themes, and other 
related symbols converge onto the nerve centre which in this 
case is India. They are dexterously interwoven into the fabric 
pattern of the novel. 
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CHAPTER - VII 
MAURICE 
'Publishable-but worth it?' was Forster's comment on the 
revised typescript of Maurice in 1960. Forster had originally 
conceived it as a piece of writing for himself. However, with 
the passage of time and the opinion of several friends he 
received enough encouragement to think in terms of publishing 
it. The novel's posthumous publication In 1971 was a major 
literary event. Maurice became Forster's sixth novel to be 
added to the list of his fictional writings. 
The writer had refrained from publishing the novel at the 
time it was written (1913-1914) , and also ensured that it did 
not appear until after his death (1970), owing to its 
homosexual theme and the socio-legal aspect of homosexual 
relationship. He was fully aware of the morally repressive 
atmosp^ere of the Edwardian period: the disgrace of Oscar 
Wilde's affair that had him tried and imprisoned in 1895; the 
trouble over Radclyffe Hall's lesbian novel The Well 'of 
Loneliness. 
The male friendships and physical horseplay between male 
friends in his other novels (considered to be veiled 
references to homosexuality) find explicit expression in the 
homosexual theme of Maurice. However, while exploring the 
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subject of homosexuals and homosexuality, Forster treads over 
many familiar themes of the novels written prior to it. As in 
The Longest Journey, so too in Maurice we have all the major 
themes concentrically focussed on the life and the psychic 
posture of Maurice - its hero. 
Maurice as a novel is an expression of Forster's personal 
desire and wish fulfilment. It is a powerful condemnation of 
the repressive attitude of the British Society, as well as a 
plea for emotional and sexual honesty. It expresses Forster's 
belief that 'homosexual love was good and an ennobling thing. ' 
He makes the hero in the novel realize that *if there were any 
perversion in the matter it was the perversity of a society, ' 
that thwarted their lot and denied their acceptance as real 
people. This eventually led to their estrangement from the 
society. 
Forster delineates Maurice the protagonist of his novel 
as a 'congenital homosexual.' Born into a privileged class, 
Maurice grows up confident in status and a conformist in 
social rituals. However, the very normalcy of his situation -
a comfortable home life, good educ3tion, the promise of a 
respectable job of a stock-broker, exasperates him . For in 
his otherwise staid existence he discovers himself attracted 
to his own sex. His encounter with Clive at Cambridge and Alec 
the gamekeeper at Penge, gradually leads to his emotional and 
sexual awakening. Centred exclusively oh Maurice and on one 
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aspect of his personality (homosexuality), Forster takes into 
consideration both the private and public view of the 
problem. 
The novelist's passion for truth in personal emotions and 
relationships becomes the dominant theme in Maurice. He makes 
the hero struggle to be his true self. Forster's novels are a 
powerful medium, to express his belief in the individuality of 
the people. He wrote in Howards End; 
"It is only that people are far more different than 
is pretended. All over the world men and women are 
worrying because they cannot develop as they are 
supposed to . . . Develop what you have; ... It is part 
of the battle against sameness. Differences -
Eternal differences, planted by God...."-"-
Maurice's struggle takes place in a social world where 
his 'self battles with the need to conform to the social norm 
or the desire to break from it. In the novel, Maurice is to be 
tutored in the 'holiness of hearts affection. ' He has to learn 
to strip himself of social restraints and dogmatic 
conventions, to imbibe the important lesson that passion is 
sanity. In his letter to Forrest Reid, Forster wrote about 
Maurice; 
The man in my book is roughly speaking, good, but 
Society nearly destroys him, he nearly slinks 
through his life furtive and afraid, and burdened 
with a sense of sin,...But blame Society not 
Maurice, and be thankful in a novel when a man is 
left to lead the best life he is capable of 
^ E.M. Forster, Howards End (Harmondsworth: Penguin Books, 1970), p.314. 
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leading!^ 
Once again, Forster projects society as being inimical to 
the needs of the individual. In the Forsterian social world, 
men and women are shown to be oppressed by arbitrary sex roles 
and stereotypes. Regimentation of life to petty conventions 
and respectability norms is the law of existence. In such an 
atmosphere the social ego of the Forsterian protagonist finds 
'breaking free' a difficult task to perform - Forster like 
Lawrence felt that no society had been developed enough to 
enable the individual to achieve human fulfilment beyond 
social limits. 
The realization that homosexuality as a human condition 
vied strongly for social equality with the accepted man -
woman relationship becomes a major thematic concern in the 
novel. The homosexuals search for a permanent relationship 
encourages the break down of class - barriers. The influence 
of Edward Carpenter the socialist - intellectual, prompted the 
writer to sense a closeness of relationship between the social 
and sexual issues. In intense relationships Forster found it 
easier to shed the norms and canons of his own class with 
partners out side his class and with foreigners. Maurice's 
'relapse' at Penge helps him to lose his class snobbery albeit 
temporarily. It is Alec and Maurice on the personal level. 
^ Quoted in P.N. Furbank's Introduction to Maurice (Harmondsworth: Penguin 
Books, 1972), p.9. 
(All subsequent quotations are taken from this edition) 
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but Mr. Hall and Scudder on the social level. Their 
relationship has to pass through a series of tests to enable 
Maurice to realize that the social and the personal are one. 
In the end, it is Alec and Maurice who escape to the greenwood 
as equal partners. 
Interrelated with the Maurice - Alec relationship is the 
theme of the life of the earth. Alec Scudder is identified 
with nature. His job as a gamekeeper on Clive's country 
estate Penge emphasizes his closeness with nature. Forster has 
very carefully and gradually built a close correspondence 
between Alec and the outdoor world of nature. Alec's initial 
emergence from the greenwood prefigures the lovers simple 
happy pastoral existence- a life of instinctual joy, 
simplicity, naturalness, and spontaneity. His escape from Mr. 
Borenius (the Rector) marks his release from a life of 
institutionalized religion (Christianity) and conventional 
marriage, into the arms of Maurice. Thus the final coda, 
celebrates the natural world that liberates the couple from 
the shackles of society and allows them to be true to the 
spontaneous promptings of their hearts. 
Furthermore, the vision of the pastoral England at the 
end of the novel springs from the novelist's direct and loving 
observation of England's rural scene. Forster eulogizes the 
English country scene with its sylvan charm and idyllic beauty 
and raises it to the status of a myth. The pastoral coda of 
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Maurice is in tradition with the conclusions of both, The 
Longest Journey and Howards End. Forster explained in the 
Terminal Note: 
It [Maurice] belongs to the last moment of the 
greenwood....Our greenwood ended catastrophically 
and inevitably ....and the wildness of our island, 
never extensive, was stamped upon and built 
over. . .There is no forest or fell to escape to 
today, no cave in which to curl up, no deserted 
valley for those who wish neither to reform nor 
corrupt society but to be left alone.-^  
To collate and substantiate the central theme of 
'homosexuality' and the associative themes, Forster has 
carefully worked upon the symbolic details. The thematic 
arguments enjoy a systematic and penetrative relationship with 
the symbolic design of the novel. Once again, the symbols 
taken from the humdrum existence of everyday life are endowed 
with special connotations. 
The novel abounds with thematic-symbols of homosexuality. 
If images of light - "sunlit", "dawn", and "brilliance of the 
day", suggest Maurice's sexual - knowledge and awakening; then 
darkness too functions as a symbol of affirmation. In the 
homosexual world of Maurice, darkness is made synonymous with 
homosexuality. In the light of their self-knowledge, darkness 
operates as a positive force to give the homosexuals the 
chance to be free and act in accordance with their inner 
proclivities. The symbol of the "looking glass", "the Valley 
Ibid.. p.221(Terminal note) 
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of the Shadow of life," and the "dream" sequence of the 
adolescent hero, all bespeak of his homosexuality. Maurice's 
fear of the "looking glass" symbolizes his dread of his 
'double'- the homosexual in the mirror. His terror is allusive 
of the plight of all homosexuals who are afraid to accept the 
truth of their nature. Once he has come to terms with his 
homosexual self, the protagonist is no longer afraid of the 
looking glass. The composite symbol of the "Valley of the 
Shadow of life" between the "lesser mountains" and the 
"greater" is explored as a developing symbol. It progressively 
develops to enunciate Maurice's arrival to the knowledge of 
his own sexual nature: 
The brilliancy of the day was around him, he stood 
upon the mountain range that overshadows youth, he 
saw . . .as if looking into the Valley he had left. It 
was all so plain now. . . .He loved men and always had 
loved them.'* 
The two adolescent dreams of Maurice are not only symptomatic 
of his sexual preference, but conclusively hold a key to the 
thematic design of the novel. Furthermore, they are 
reflective of the two special relationships that Maurice 
experiences as a-homosexual: 
i) Maurice with Clive. 
ii) Maurice with Alec. 
The Maurice - Clive relationship is a tangible expression 
of his second dream, with its emphasis on beauty and 
* Ibid., pp.58-59. 
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tenderness. It fulfils Maurice's romantic desire for an ideal 
friend and portrays the concept of idealized homosexuality. 
However, the first of the dreams, project the physical 
concept of homosexuality, an experience of complete fulfilment 
that the hero will enjoy with Alec Scudder. Maurice's nature 
being more physically inclined finds both physical and 
spiritual fulfilment in his togetherness with Alec. Their 
relationship celebrates the ideal combination of physicality, 
care, and tenderness. 
Forster maintains a close parallelism between the world 
of dreams and reality. For Alec the gamekeeper is but the 
garden boy 'George' of his dream. This detail takes into 
cognizance the fact that homosexual freedom encourages 
emancipation from class - differences. 
The motorcycle ride, the Blue Room, the Russet room are 
symbols that once again reinforce the type of relationship 
Maurice shares with Clive and Alec respectively. The 
motorcycle ride represents not only the height of Maurice -
Clive liaison but depicts as well the course of their 
friendship. Although Maurice drives, it'is Clive who gives the 
directions, just as he sets the pace of the platonic tone of 
their relationship. Furthermore, the breakdown of the 
motorcycle indicates the eventual end of their alliance. The 
mechanical and idealistic leanings of Maurice's bonding with 
Clive contrasts sharply with the natural overtones of his 
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communion with Alec. It was the Blue Room at Penge that 
promised Maurice *heaven' in the proximity and companionship 
with Clive but with Alec it is the Russet room at Penge which 
grants Maurice the warmth and joy of physical communion. 
The three men - Clive Durham, Alec Scudder and Maurice 
Hall act as character symbols. Each of them with their 
respective life styles represent a definitive mode of 
existence. Clive Durham's approach to life is both academic 
and conventional. Forster conceived "Clive as Cambridge. He is 
clearly the Cambridge intellectual with his clarity and 
intelligence, calm and superior outlook. But with the 'change' 
in his sexual tendency, Durham becomes a symbol of 
conventionality and conformity, a necessary corollary of the 
landed gentry. In the later part of the novel, Clive as the 
* lawyer' and the * Squire' dons the mantle of respectability 
and social responsibility. 
Alec Scudder - the gamekeeper is an 'earthy' and a 
natural. He stands for the life of the earth and is 
delineated as a part of the world of nature. The mystique of 
Alec's personality radiates the sensuality, naturality and 
spontaneity of the natural world. His presence unconsciously 
evokes Maurice to the wonderous power of nature. The brush of 
Alec's corduroy with Maurice's formal suit, the scent of the 
evening primroses, Maurice's head covered with the pollen of 
primroses are all effective symbolic touches that demonstrate 
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the liberating influence of the natural and the out-door world 
on Maurice. 
Caught between Clive and Alec is Maurice of the Suburbia. 
His is an unawakened heart, not an 'undeveloped' one. For 
Maurice has all chances of gaining 'personal salvation' by 
realizing his true self. As a character Maurice is in search 
of his emotional and sexual identity. The novel is an attempt 
to map the psychological processes of his confused mind. The 
hero's transition from confusion to clarity, thus is mediated 
and symbolized through his relationships with both Clive and 
Alec. 
Forster's references to Plato'p Symposium, the works of 
Phaedrus and others, Symphony of Tchaikovsky have a systematic 
bearing and influence on Maurice's discovery of his true 
nature. Under the academic guidance of his friend Clive, 
Plato's Symposium liberates him. It teaches him the value of 
differences. The stories of Harmodius, Aristogeiton, and 
Phaedrus make him realize that they were no substitute for 
life. Tchaikovsky's Symphony prefigures Maurice's physical 
and spiritual resurrection with Alec. 
In course of realization and. fulfilment of Maurice's 
primal nature, society looms as a menacing presence. The clash 
of his 'private' needs with those of the 'public' helps to 
illustrate the prevailing apathy and indifference of the 
English society towards human reality. Mr. Ducie - the school 
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master, Doctor Barry, Mr. Borenius - the Rector, even Doctor 
Lasker Jones-the hypnotist, all make Forster raise his anti-
authoritarian voice to condemn them for their inability to 
understand Maurice's (individual's) needs. 
The cricket match as a powerful metaphor of the English 
society and class hierarchy helps to establish the shared 
identity of Maurice and Alec, as well as proclaim their 
feelings against a social world that they decide to scorn and 
reject. If Alec's attempt to black-mail Maurice, the threats 
and fears towards each other, symbolize their sense of 
insecurity and uncertainty of commitment; then the scene at 
the British Museum reveals those attempts as a facade to 
camouflage the solemnity of their love and the inner harmony 
they share with each other. It is this sense of shared 
identity which brings them together to their final reunion at 
Penge boat-house. Maurice and Alec's escape to the greenwood 
is symbolic of their love transcending conventional morality 
and social norms. It is the triumph of personal relationship 
based on mutual trust, and understanding. 
The circumstances leading to the writing of Maurice were 
unique. Forster himself wrote in the Terminal Note: 
No other of my books has started off in this way. 
The general plan, the three characters, the happy 
ending for two of them, all rushed into my pen. And 
the whole thing went through without a hitch. It was 
finished in 1914.^ 
Ibid.. p.217. 
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Thus Maurice put an end to Forster's fear of becoming 
'sterile' as a writer. Since the success of Howards End in 
1910, he had experienced difficulty in writing. He had to 
abandon the new novel 'Arctic Summer' after writing a few 
chapters. His Indian novel too met with difficulties. In 
September 1913 during his visit to Edward Carpenter (the 
prophet of simple - life and high - minded homosexuality), 
Forster underwent an experience that became his inspiration 
for Maurice: 
. . .he and his comrade George Merill combined to make 
a profound impression on me and to touch a creative 
spring. George Merill also touched my backside. . . .It 
seemed to go straight through the small of my back 
into my ideas, . . .at that precise moment I had 
conceived.^ 
According to P.N. Furbank, Maurice was Forster's attempt 
to come to terms with his own sexuality. It aimed at an 
understanding of the homosexuals and for a recognition of 
their emotions. It was to be an affirmation of his belief that 
homosexual love was good. In the novel, Maurice the hero is 
tutored in the 'holiness of heart's affection' so as to 
surmount the barriers of social conventions and moral 
considerations. In his process of growth and self-discovery he 
not only reaches sexual awareness and self-knowledge; but also 
the realization that people are and should be allowed to be 
different. 
I b i d . . p .217 (Terminal note) 
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In the Terminal note, Forster writes: 
In Maurice I tried to create a character who was 
...someone handsome, healthy and bodily attractive, 
mentally torpid, not a bad businessman and rather a 
snob. Into this mixture I dropped an ingredient that 
puzzles him, wakes him up, torments him and finally 
saves him.^ 
Unable to fathom his primal desires, young Maurice reaches 
Cambridge in a state of perplexity and misery. Conditioned by 
the social and sexual proprieties of his upbringing, his 
homosexual tendencies appear unintelligible to him. He feels 
at odds with himself .However, his stay at the University 
proves to be a cirucial, exacting and an enlightening 
experience. The Cambridge atmosphere and his friendship with 
Clive Durham of *hellenic temperament' leads him to the truth 
of his own condition. All his early fears, his nightly 
terrors, his dreams, his whispered remembrances, his 
adolescent crushes become cognizant of his need for a male 
friend - a lover: 
Most of the day he sat with open eyes, ... It was all 
so plain now. He had lied. He phrased it 'been fed 
upon lies', . . .and he had eaten greedily. His first 
resolve was to be more careful in the future. He 
would not deceive himself so much. He would not and 
this wa^ the test pretend to care about women when 
the only sex that attracted him was his own. He 
loved men and always had loved them> He longed to 
embrace them and mingle his being with theirs.^ 
7 Ibid.. p.218. 
•Ibid., pp.58-59. 
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Forster's choice of Cambridge as the place to awaken his 
hero emotionally and sexually is in keeping with his own 
personal experience. The candid and frank atmosphere of 
Cambridge, and his Bloomsbury friendship sheds much light upon 
Forster's ideas of sexual and emotional honesty. It was at 
Cambridge and amongst the Bloomsburites that the novelist 
learnt of homosexuality as being neither rare nor universally 
shameful. Further they contributed to his belief in 
friendship, personal relations, tolerance and variety, respect 
for individual judgement and faith in self-knowledge. 
Thematically, Maurice as a novel tends to uphold all these 
notions, as the hero progresses towards his self- realization 
and self-fulfilment. Accepting the naturalness of their love, 
both Olive and Maurice indulge in a beautiful, romantic but 
Platonic relationship, an endorsement of the greek ideal of 
male friendship. Forster describes Maurice at this stage as 'a 
soul released from prison. ' He is humble, inexperienced and 
adoring, ready to abide with whatever his ^deliverer' asks of 
him: 
. . .he laid down the lines on. which the unusual 
relationship should proceed. He.believed in platonic 
restraint and induced Maurice to acquiesce....^ 
Their togetherness is a commemoration of the 
protaganist's adolescent dream. The unrealized and obscure 
passion which had taken the similitude of a dream, now finds 
Ibid.. p.218 (Terminal note). 
197 
an exacting expression in his relationship with Clive: 
The second dream...He scarecly saw a face, scarcely 
heard a voice say, 'that is your friend,• and then 
it was over, having filled him with beauty and 
taught him tenderness. He could die for such a 
friend, he would allow such a friend to die for him; 
they would make any sacrifice for each other, and 
count the world nothing, neither death, nor distance 
nor crossness could part them, because *this is my 
friend.•^° 
Their 'motorcycle ride' from Cambridge is the symbolic 
celebration of their togetherness, understanding and love. It 
did not matter which of them suggested "what that day, the 
other always agreed." They were out of humanity's reach. They 
cared for no one. They just existed'for each other: 
The whole day had been ordinary. Yet it had never 
come before to either of them, nor was it to be 
repeated.-^ -^  
The 'ride' is symbolically interpretative at various levels. 
If it represents the triumph of their friendship, it is also 
a comment on the mechanical nature of their relationship. The 
break-down of the bike becomes premonitive of their eventual 
separation. 
The secret joy of their friendship allowed to flourish in 
the privileged atmosphere of Cambridge, at Penge (Clive's 
country-estate representative of the social conventional 
world) has to be concealed within the four walls of the Blue 
" Ibid., p.26. 
"•Ibid.. p.74. 
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room. It is an act not in conformity with the social norms of 
respectability and propriety. This ideal relationship 
'precarious and peculiarly English' lasts for three years, 
till Clive ends it by turning to women. 
Forster's delineation of Clive Durham's character reminds 
one of Rickie Elliot and Cecil Vyse. Like them his response to 
life is academic and idealistic and hence in Forsterian vision 
impractical and far removed from reality. His homosexuality 
having more to do with Plato's Symposium, is intellectual. He 
resents Dean Cornwallis telling his class to omit a reference 
to the "unspeakable vice" of the Greeks. "To omit is to omit 
the mainstay of Athenian society," he argued. For him it was 
a point of pure scholarship. The point 'then' new to Maurice 
had a liberating effect on him. But 'now' with Clive gone from 
his life, he had no use for Greece. The stories of "Harmodius 
and Aristogeiton, of Phaedrus, of the Theban Band" were well 
enough for those "whose hearts were empty," thought Maurice 
but were no "substitute for life." Maurice cannot change 
Clive. He therefore has to search a soul mate for himself. 
Unlike Clive , Maurice's nature is physical. Now on his own he 
must learn the truth of his intense emotions and seek sexual 
and emotional release. The change though a slow process can be 
viewed as a thematic device that acts as a catalyst to 
stimulate Maurice's inert physical desires for sexual 
fulfilment. It further helps him to reconcile with the 
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emotional and psychological truth of his being. At the level 
of events, Clive's conversion strikes as improbable but it 
does not surprise the readers because Forster indicates a 
steady pattern of disintegration in Clive-Maurice relationship 
through a series of happenings and small details. Inklings of 
Clive's weariness and wariness with Maurice, attempts to avoid 
the latters proximity and the unkind and cutting remarks were 
in evidence since his illness. The evening before Clive's 
departure for Greece, seems the final curtain call on their 
liaison. 
Thus Clive (the Lawyer and Squire) with his academic 
outlook, his political aspirations and social pretensions, 
gets firmly entrenched in his role of a gentleman. He gets 
admittance in the class of prigs, snobs and hypocrites. 
Condemned by the exacting moral vision of Forster, the 
deterioration and decline of Clive Durham becomes a 
certainty. 
Alone and miserable, Maurice suffers intensely. Outwardly 
in control, inwardly he is in the throes of emotional agony. 
His emotional frenzy consumes him. It gets manifested in 
sleepless nights and lonely days. He seems to have returned to 
the abyssmal void of his youthful days, but with a difference. 
Earlier he had to acknowledge consciously what he already knew 
unconsciously. His being then craved to come out of the 
"Valley of the Shadow of life": 
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It lies between the lesser mountains and the 
greater, and without breathing its fogs no one can 
come through. He groped about in it longer than most 
boys. ^2 
As an expansive symbol of Maurice's growth and sexual 
awareness, the "mountains" had continued to overawe him till 
his Cambridge days. His sexual desires obscure and perplexing 
found expression in his friendship with Clive Durham. With 
him, he scaled the heights and "stood upon the mountain range" 
that overshadow youth and saw into the "valley" he had left 
the truth of his own self. But now once again alone his being 
craves for male companionship. He longs to "embrace" them and 
"mingle" his being with theirs. It is a desire for physical 
communion. Maurice is appalled at his sexual responses. 
"Lust" he called it, looking at the face that stared him in 
the mirror: 
What a solid young citizen he looked quiet, 
honourable, prosperous without vulgarity. On such 
does England rely. Was it conceivable that on Sunday 
last he had nearly assaulted a boy? •'•^  
His ethereal past with Clive had celebrated a love that 
included the body but did not gratify it. With Clive such a 
love would have sufficed him till death. But now with Clive 
gone his body craved for more fulfilment. 
Conditioned to a life of social conformity and repressive 
moral values, Maurice becomes muddled between the sexual and 
" Ibid., p.25. 
" Ibid., p.135. 
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social issues , private and public morals. He turns to the man 
of science, Dr. Barry both for guidance and a cure. But Doctor 
Barry's verdict is theological. He brushes aside Maurice's 
fears as nothing but "evil hallucinations" and "temptation 
from the devil" and advises him to get married. Convinced of 
Doctor Barry's sincerity, Maurice is inclined to regard his 
own inability as similar to Clive's, and looks forward to be 
married and become one with society and the law. However, 
Tchaikovsky's Symphony prevents him from committing this 
disaster. At the concert, Risley's information that, 
"Tchaikovsky had fallen in love with his own nephew and 
dedicated the masterpiece to him," makes Maurice look up 
Tchaikovsky's life. Its reading makes him realize that the 
nephew was the inspiration behind the composer's "musical and 
spiritual resurrection" - the man towards whom he had turned 
after the breakdown of his marriage. For the moment the hero 
gains nothing from the knowledge but the belief that doctors 
were fools. However, in the course of the novel the event 
prophetically anticipates Maurice's own 'spiritual 
re.surrection' with Alec. 
Thus with all avenues blocked, despair makes Maurice look 
towards hypnotism as a possible remedy for his extraordinary 
nature. It is again a bid to escape self - knowledge that is 
at variance with social propriety: 
If this new doctor could alter his being, was it not 
his duty to go, though body and soul would be 
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violated? With the world as it is, one must marry 
or decay.^^ 
Through all the stages of his self- development, society looms 
as a menacing presence. It continues to terrorize him, condemn 
him and force him towards conformity till he takes the plunge 
to reject it. 
Alec Scudder helps Maurice to overcome the negative 
influence of sex and class norms. With him , Maurice finds 
both physical and spiritual relief. He discovers the ultimate 
bliss - the perfect happiness of enjoying the wisdom of the 
body, an ecstasy and fulfilment denied to him in his earlier 
relationship. In Forster's moral vision, it is a refusal to 
come to terms with truth. To ignore the flesh is to deny the 
spirit. 
Maurice's sexual encounter with Alec in the Russet room, 
symbolizes the triumph of the sexual-passionate impulses. 
Furthermore, it marks the realization of Maurice's 'first 
dream' of his early youth. Its physical and sexual nature with 
its emphasis on physical roughness and horseplay becomes the 
symbolic-correlative of Maurice-Alec physical union. 
Alec's occupation as the gamekeeper associates him with 
the outdoor world of nature. In Maurice. Forster has not only 
portrayed him as a * comrade' to satisfy Maurice's physical 
needs but as a person in his own right. As the countrified 
14 Ibid.. p.148. 
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youth he embodies the concept of simple life and the life of 
the earth. A member of the lower-class he also represents 
anti-urban and pre-industrial way of life. Alec's emergence 
from the greenwood imparts an appropriate mythic dimension to 
his character and indicates the lovers happy greenwood 
existence. According to Forster, *he loom[s] out of nothing 
till he is everything.' From the figure dallying with the 
maids, to the croucher beside the piano, and the rejecter of 
a tip and the haunter of shrubberies and stealer of apricots 
into a sharer who gives and takes love. 
Maurice's transition from confusion to conviction, 
muddledom to confirmation, is penetratively involved with 
Forster's delineation of Alec as a-character. He provides a 
liberating contrast to the hero's world of life denying 
values. When Maurice bumps into Alec in the shrubberies, all 
the previously unconnected events of his stay at Penge become 
significantly meaningful. He is jolted into an awareness of 
having been intensely alive all along: 
The alley that he was pacing opened through a swing 
gate into the park, . . .As he did so he struck against 
conduroys, and was held for a moment by both elbows; 
it had been Scudder...Released, he continued his 
dreamings. Yesterday's shoot, which at the time had 
made little impression on him, began faintly to 
glow, and he realized that even during its boredom 
he had been alive. He felt back from it to the 
incidents of his arrival, such as the piano-moving: 
then forwards to the incidents of today, beginning 
with the five shillings tip and ending with now. And 
when he reached 'now', it was as if an electric 
current had passed through the chain of 
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insignificant events so that he dropped it...-^ ^ 
But Maurice is not yet ready to accept the knowledge. For the 
time he forces himself to ignore the call of the moment. 
The sensual imagery of vernal darkness, the scent of the 
evening primroses, his own Bacchanalian coiffure all help to 
evoke an atmosphere of ease and charm, beauty and joy, 
pleasure and sensuousness. Clive had shown Maurice evening 
primroses, but had never told him of their scent. In so doing 
he had again omitted the sensual in nature. But Maurice learns 
of it that evening and later (the same night) experiences its 
bliss with Alec in the Russet room. He reaffirms the 
significance of the sensual in man's life by going off into 
the greenwood with Alec at the end. 
The joy of sexual intimacy confirms their physical need 
for each other. Despite the disparity of their social 
background, they are instinctually and intuitively aware of 
one another's desire. The singular references to Alec's 
rejection of tip,- his concern for Maurices comfort and 
satisfaction as a guest at Penge; as well as Maurice's 
consciousness of a pair of "bright brown eyes;" of someone 
looking over his shoulder,- his "wild" unconscious cry into the 
darkness to "come;" his defence of people who lived in the 
open air; his disregard for social niceties (dress-code); all 
indicate a need for recognition and reciorocation on part of 
15 Ibid.. p.164, 
205 
both Alec and Maurice. 
Despite his initial success with Lasker Jones-the 
hypnotist, Maurice on his second visit, finds himself no 
longer susceptible to the hypnotic exercises. His conscious 
desire prevents him from going into a trance. The "crack" in 
the floor no longer exists for him. He has already crossed it. 
Has he not already shared, the joy of communion, the night 
before - overcoming the confines of sexual norms and class 
differences ? As England has always declined to accept human 
nature, the hypnotist advises Maurice to go where 
homosexuality is not a criminal offence. 
The gamekeeper is an answer to Maurice's wish that "two 
men can defy the world." He often entertained the feeling 
that perhaps "among those who took to greenwood in old times 
there had been two men like himself." This dream does 
translate into reality at the end of the novel. But before 
Maurice can commit himself to this belief he has to battle 
with his own two selves. His moral struggle is between the 
claims for the life of the earth against the urge "I must 
belong to my class." Thus Maurice's .self is caught in a 
conflict, a strife to either conform to the social norms or 
seek fulfilment of his desires. Two incidents of singular 
importance - the cricket match at Penge, and Maurice - Alec's 
meeting at the British Museum symbolically interplay with the 
thematic premise to effect a decision. 
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After his night of love with Alec, Maurice experiences a 
sense of disquietitude. The previous night "had disturbed life 
to its foundation." Re-entering to take his place in society 
he feels dislocated and disoriented: 
He closed his eyes feeling sickish. He had created 
something whose nature he ignored. Had he been 
theologically minded, he would have named it 
remorse, but he kept a free soul, despite 
confusion.^^ 
As he sat watching the game (cricket) progress he felt 
"unspeakably oppressed." A storm of distaste was building up 
inside him, and he did not know what to direct it against till 
he went out to bat: 
...Alec received first ball. His style changed. 
Abandoning caution he swiped the ball into the fern. 
Lifting his eyes, he met Maurice's...He was 
untrained but had the cricketing build, and the game 
took on some semblance of reality. Maurice played up 
too. His mind had cleared, and he felt that they 
were against the whole world. . . They played for the 
sake of each other and of their fragile relationship 
- if one fell the other would follow. They intended 
no harm to the world, but so long as it attacked 
they must punish, they must stand wary, then hit 
with full strength, they must show that when two 
are gathered together majorities shall not truimph. 
And as the game proceeded it connected with a night, 
and interpreted it.... •'•^  
On the field, Maurice becomes more human. He finds it 
easier to accept that Alec was like him. Thus their 
partnership in the game is a simultaneous interpretation of 
their feelings for each other, as well as their conflict with 
*^ Ibid., p.175. 
•^^  Ibid. , p.176. 
207 
the uncomprehending society, a scdrn for its forces of 
convention and class hierarchy. The cricket-match as a social 
ritual celebrates a sense of unity, but in reality masks the 
power of class-system, a major thematic concern. Clive's 
return to the 'match' represents the return of conventional 
forces. It comes as a challenge to Alec-Maurice partnership 
(relationship) , making their victory short lived, for Maurice 
is out first ball. Their bond needs a more compulsive and 
conclusive commitment to break dbwn" the class-barriers 
permanently. 
In the light of social norms and mtoral dogmas both the 
lovers have taken a risk. To guarantee that their love will 
last, Forster makes them undergo a series of tests so that 
they might be ascribed the fullest pbssible knowledge of each 
other. Thus their ability to transcend class differences and 
to recognize their sexual inclinations as unique and 
individual is envisioned by the novel's ending. 
The scene at the British Museum further helps to resolve 
the doubts and fears raging through their minds. Forster's 
choice of the 'British Museum' as the letting for the lovers 
to reach a decision is both ironic arid--symbolic. The solemn 
and chaste precincts of the Museum enforces the purity and 
honesty of the feelings of both Maurice and Alec. But as a 
symbol of refinement and civilization, it-stands challenged by 
their 'unique'love for each other. When Maurice accepts Alec, 
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Alec accepts him unreservedly. Alec's attempt at black mail, 
can best be seen as a defence mechanism, revealing his love 
for Maurice and his fear of rejection. 
It was fear that makes them want "to down one another." 
The chance encounter between Maurice and Mr. Ducie helps the 
young man call Alec's bluff (black-mail). The result is a 
realization of shared feelings between the two men. Mr. Ducie 
as a representative of conventional forces and false values of 
the past (sexual), comes as a challenge to Maurice's new 
found love and liberty. The protagonist's unrestrained and 
uninhibited falsehood to Mr. Ducie, "My name is Scudder," 
becomes his instant of enlightenment. It is a conscious 
recognition of his shared identity and love for Alec: 
. . .and they knew at that moment the greatest truimph 
ordinary man can win. Physical love means reaction, 
being panic in essence, and Maurice saw now how 
natural it was that their primitive abandonment at 
Penge have led to peril. They knew too little about 
each other and too much. Hence fear. Hence cruelty. 
And he rejoiced because he had understood Alec's 
infamy through his own-glimpsing, not for the first 
time, the genius who hides in mans tormented soul. 
Not as a hero, but as a comrade, had he stood up to 
the bluster, and found childishness behind it ai;d 
behind that something else.^ ® 
They only need one more night of passion to sweep away 
what little is left of their petty snobberies and 
uncertainties, to convince them of their need for each other 
and to come into the open. As a result Alec Scudder abandons 
Ibid.. p.198. 
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his plan to emigrate. He misses his boat; he sacrifices his 
career to be with Maurice. As Maurice had explained to him 
earlier that the "evil" lies not in them but in the situation. 
No longer deferential to the social callings, their passionate 
relationship establishes itself on equal footing. Their love 
unites them and helps them to overcome the conventional 
morality of their time. Whatever difficulties the lovers will 
have to encounter, Forster chooses to smooth away by 
envisioning their future life in the geenwood. For Maurice: 
His journey was nearly over. He was bound for his 
new home. He had brought out the man in Alec, and 
now it was Alec's turn to bring out the hero in 
him....They must live outside class, without 
relations or money. They must work and stick to each 
other till death. But England belonged to them. 
That, besides companionship, was their reward. Her 
air and sky were theirs, not the timorous millions 
who own stuffy little boxes, but never their own 
souls. -^^ 
The author endows the conclusion with mythic 
significance. Throughout the novel Alec has been associated 
with nature. But now even Maurice becomes identified with it. 
Maurice's parting with Clive Durham takes place in the 
deserted shrubbery at Penge. In his bid to persuade his friend 
back to a life of social respectability and acceptability, 
Clive's hand encounters only a "bush of laurels." For Maurice 
had disappeared leaving behind "a little pile of the petals of 
the evening primroses" which mourned from the ground for 
Ibid.. pp.208-209. 
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their dead love. Clive never knew the exact moment of his 
friends departure. The hero has become a part of the natural 
scene. He has been transformed into a nature spirit, a spring 
deity. His transformation is reminiscent of the ending of 
Forster's short story Other Kingdom. In the story the girl 
runs away from convention to be at one with nature. She 
becomes a dryad and enters a tree. In Maurice once again 
Forster glorifies nature as a force that allows man to be true 
to innate human nature and promptings of the heart. 
The happy ending is in keeping with Forster's promise to 
himself: 
A happy ending was imperative. I shouldn't have 
bothered to write otherwise. I was determined that 
in fiction anyway two men should fall in love and 
remain in it for the ever and ever that fiction 
allows, and in this sense Maurice and Alec still 
roam the greenwood.^° 
Forster dedicated the novel *To a Happier Year' for 
happiness is its keynote. The mood swings from moments of 
desolation, loneliness and suspected desertions to ecstasy, 
rejoicing and lasting contentment. The novel celebrates not 
only a vision of happiness but possibly a hope for those who 
feel alienated from the rest. 
In his posthumous novel Maurice, the dominant theme is a 
relationship which is nonnally considered immoral and 
unhealthy. Conscious of the moral strictures and criticism. 
20 Ibid., p.218 (Terminal note). 
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Forster lends creative legality to his theme by linking it to 
both the human and primal forces of nature. His central 
character strives to discover his innermost self. 
Unconsciously he desires for union with a partner who in the 
novel becomes a manifestation, an extension of the elemental 
world outside. This supplies to the novel the symbolic mode 
and the structure within which the hero progresses on his 
voyage of knowledge and self-discovery. The thematic movement 
reminds us of earlier ventures wherein the protagonist 
provides the point from which all associative themes and 
symbols move. 
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CHAPTER VIII 
CONCLUSION 
The preceding six chapters have been in the nature of 
exploratory probings into the novels of E.M. Forster. Each of 
these are substantive studies on the aspect of inter 
dependence of themes and symbols. They give credence to the 
way the novelist conceives his material, employs his 
imaginative faculty to create his fictional world. 
Forster's novels are his visions, his created world. He 
brings to them a voice affirming his basic moral and ethical 
convictions. F.R. Leavis finds his narration a personal one, 
wherein his values become the objective correlative for the 
keen sensibility and feelings that he sought. There is always 
something in the turn of phrase, the tone of voice which 
reminds the reader of the author and narrator. It is a voice 
ever decisive and commanding that puts in place a vision, a 
narrative structure, a system of interrelations which is 
complete in itself. Like Hardy his omniscient voice becomes an 
empathetic spokesman for the major characters. 
Forster's humanism attaches high value to his belief in 
personal relationships, tolerance and understanding for 
others, as well as in moderation, integrity and pleasure. The 
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theme of humanism reaches its apotheosis in individuality. 
Aware of human weakness as well as strength, limitations and 
possibilities, failings and success, he saw human personality 
with the potential to rise. Reality for Forster was the 
complete fulfilment of one's self in sincerity and joy. A 
situation found dominant in his fictional writing. 
Each novel as a creative exercise places the protagonist 
within a situation that prompts him to act. They are judged on 
whether they are true to their impulses rather than on how 
they function in the community. This pursuit of honesty 
relates Forster's sense of spontaneous, passionate inclination 
to his personal, moral code of the holiness of heart's desire. 
His moral attitude guides the character towards self-
perception and personal salvation. 'Only connect' - the head 
and heart, reason and emotion, is his sermon to achieve the 
wholeness of being and the vision of complete self. His moral 
realism is communicated through paradoxes, contradictions and 
dangers of living a moral life. 
In the course of the novel, Forster reveals the 
limitations of his characters, who do not quite know 
themselves and struggle to come to terms with the demands of 
their inner self. Rickie Elliot .in The Longest Journey 
oscillates mentally and emotionally between Cambridge, Sawston 
and Wiltshire in search of his own identity. Maurice 
alternates on one hand between guilt and disgust when he 
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internalizes society's image of the homosexual and on the 
other the acknowledgement of the legitimacy of his own needs. 
Adela, in A Passage to India suffers an emotional breakdown as 
she vascillates between the demands of her personal self and 
social formalism. The novelist argues that if man is to lead 
a full and fulfilled life, he should have the courage to 
transcend the formal boundaries of identities which the 
society sets up and create personal meanings. Lucy's soul 
becomes a room with a 'view/ when she learns to develop in 
her individual life the passion and imagination that she 
projected into her music. 
The ethos of the world inhabited hy the Carolines, 
Rickies, Lucys, Maurices and Adelas constitutes the society in 
which the protagonist is made to live and function. The 
opposition between the individual and society becomes another 
theme of singular importance. Gillie explains this Forsterian 
aspect thus: 
Human beings live, for most of the time 
unconsciously, in a world of muddled personal 
relationships imposed on them by an illusion of 
order in the society into which they are born. . . 
They become stereotypes, bound to others by a 
system of obligations which blinds themselves to 
themselves - to their authentic feelings. .. •'• 
His novels test the shibboleths of proper and decorous 
behaviour, exposing the English Philistinism through 
characters like Philip Herriton, Herbert Pembroke, Cecil Vyse, 
^ Christopher Gillie, Preface to Forster (London: Longman, 1982),p.112. 
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Henry Wilcox, or reveal English fetishness of formal 
politeness and general conventionality through figures of Mrs. 
Herriton, Agnes Pembroke, Charlotte Bartlett, Ronny Heaslop 
etcetra. 
When the Forsterian protagonists acknowledge their hearts 
desire in the face of social pressures they forgo their place 
within the society. Lucy and George are ostracized from the 
community of Summer Street , Maurice and Alec retire to 
greenwood, Rickie makes his home with the Ansells. Even 
Caroline, Philip and Adela are entailed to a life of 
lonelines. But this lonely existence is marked by self-
knowledge and a freedom from muddle, bafflement and 
frustration of living in an antagonistic unsupportive society. 
The inconclusive endings of the novels reveal life to be 
a continuous process that cannot be summarized arbitrarily 
(other than death) , Consequently they do not resolve the 
social and moral problems, but leave the future course of the 
characters life open to speculation. 
Forster understood human personality to be ever evolving 
in the continuous flux of experience. The central concern of 
all his novels is conversion. The characters feel their way 
out of a condition of frustration, misery and self-denial into 
one of freedom and happiness. This change or conversion may be 
caused by a symbolic moment of spiritual illumination that 
gives meaning to life. In Where Angels Fear to Tread the 
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'epiphanies' of Gino with the baby, and Caroline consoling the 
grief-stricken Gino become the eternal moments in the life of 
Caroline Abbott and Philip Herriton respectively. These 
visions grant to their beings an insight into ultimate reality 
that leads to their conversion and deliverance. 
The novels of Forster are marked by a concentration of 
these significant moments in the life of his protagonists. The 
vision is sometimes concentrated in a single moment as in 
Where Angels Fear to Tread or diffused over a longer time span 
as in A Room with a View. Often it is not clearly understood 
as in the case of Lucy Honeychurch or is marked by a failure 
of response as with Rickie in The Longest Journey. 
The spirit of liberation in Forster's fictional world is 
iientified with the forces of nature. The landscapes vibrate 
with pantheistic possibilities that excite the life of the 
senses and become the medium to awaken the soul 
Hertfordshire countryside, Madingley Dell, Wiltshire Downs, 
the Sacred Lake, violet covered terraces of Fiesole. The 
novelist's feeling for nature was subtle and inspiring. He 
perceived truth and purity in natural things and believed that 
man enjoyed a certain oneness in his relationship with nature. 
The athletic figures of Gino Carella, Stephen Wonham, George 
Emerson convey with astonishing force an innate perception of 
reality both in matters of general truth and in incidents of 
the story. Their greater wisdom is born of their association 
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with nature. What is emphasized in them is the value of the 
•earth' - a call for 'return to nature.' Mrs. Elliot, in Ths. 
Longest Journey. Mrs. Wilcox in Howards End and Mrs. Moore in 
A Passage to India. represent Forster's notion of a 
•benevolent presence,' They are intuitively alive and 
instinctively appreciative of nature and natural things. 
Furthermore, the figures of Mrs. Wilcox and Mrs. Moore as 
spiritual beings embody the Forsterian value of the 'unseen'-
of a world beyond things; the sublimal and intangible core of 
reality. 
Edwardian England with its growing menace of materialism 
and urbanization made Forster conscious of it as undermining 
the sense of continuity of the past (passed down through 
generations) from the rhythms of rural culture. Like Hardy he 
tried to create the English pastoral where the myth of the 
English countryside becomes an invaluable source. The Longest 
Journey and Howards End are a confirmation of this aspect of 
his belief. 
The commercial ethics of the new world order with its 
money culture and class snobbery makes the author introduce 
the theme of death. In the novels, deaths are sudden and 
ubiquitous. They underline the mortal fact of existence that 
helps man to act morally. With his naturalistic stance Forster 
saw the reality and power of death. In Howards End he writes: 
"Death destroys a man: the idea of Death saves 
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him."2 
Yet again he expresses through Helen Schlegel: 
"If we lived forever, what you say would be true. 
But we have to die, we have to leave life presently. 
Injustice and greed would be the real thing if we 
lived forever. As it is, we must hold on to other 
things, because death is coming. I love Death... 
because he explains."^ 
Supplementing his concern for death is the theme of 
continuity, the concept of inheritance, rootedness and 
traditionalism on one hand and physical and spiritual 
continuity on the other. If Howards End celebrates the former 
notion, then Gino, Stephen, Leonard Bast and Mrs. Moore 
represent the latter, who through their " remote posterity, 
might be mingled with the unknown sea."* 
Forster structures his symbols in accordance with the 
needs of the novel's purpose, so that there is no other 
reading possible without the knowledge of such a conceptual 
dialectic. The symbols combine a wide range of suggestibility, 
depending on the author's particular vision they happen to 
envisage. The relationship of the symbol with the context is 
analogous with the theme, and to enforce it, the voice of the 
author counts for much. As stated earlier, Forster selects 
symbols from everyday life, so as to ensure their 
^ E.M. F o r s t e r , Howards End (Harmondsworth: Penguin Books, 1970) ,p .223. 
^ I b i d . , p . 2 2 2 . 
* E.M. Forster, The Longest Journey (Harmondsworth : Penguin Books, 1989), 
p.192. 
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acceptability in the readers sense of daily existence. The aim 
is for clarity not obscurity. However, in the course of the 
narrative structure they become endowed with special 
connotations. Thematic expediency requires certain kinds of 
symbols and for this purpose Forster generates new meanings. 
In order to elaborate, expand and evaluate the various 
thematic premises, it was observed from the analysis of the 
novels that Forster employed the following different forms of 
symbolism: 
I. Symbolism woven into the language texture. 
II. Objects, places, situations and characters used as 
symbols. 
III. Myths, dreams and rituals as symbols. 
The most unobtrusive form of symbolism is the 
suggestiveness of language as part of the symbolic framework. 
The metaphoric language texture not only helps to exploit but 
subserves to bring together the stated and un-stated meanings 
of the book, as well as function as an extension of a 
particular situation. Symbolism incorporated in the form of 
key phrases and images adds to the plot: 
a feeling-tone, a moral or cognitive element 
deriving from within the structure of events rather 
than from without. ^  
Furthermore, as Peter Burra claims, the rhythmic use of 
* M L. Raina," Symbolism and Fiction- Some Theoretical 
gjscriminations." Aligarh Journal of English Studies, vol.1.(1976) 
220 
leitmotif phrases and images links up separated parts and 
"gives pattern to the most diffuse of all forms." 
The moral cosmos of A Room with a View, is dominated by 
the term "view." The use of "view" as a leitmotif makes the 
metaphoric association doubly clear; presenting and clearing 
the issues of reality and illusion, truth and falsehood in the 
novel. The recurrent imagery of light and darkness helps to 
project the validity of inner life- of instinct, passion and 
spontaneity against a life of conventional formality. If 
"light" suggests clarity, honesty and truth of feelings 
(insight into reality), then "darkness" symbolizes muddle, 
confusion and distortion (a state of unreality). 
The recurring phrases "panic and emptiness", "telegrams 
and anger", "hands on all the ropes" synonymous of the 
Wilcoxian outer life are wonderfully expressive of a world of 
action as against the world of intellectual, cultural pursuits 
of the Schlegels in Howards End. The conflict between two 
opposing views of life "outer" and "inner" are played upon 
continuously so as to reveal clearly the greatness and 
limitations of each. "Only connect" becomes Forster's central 
premise for a balance between the inner world of the Schlegels 
and the outer world of the Wilcoxes. The need is for an 
infusion of the Schlegel culture and morality with the 
Wilcoxian energy and effectiveness in the practical sphere. 
The description of Agnes Pembroke's arrival into Rickie's 
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room at Cambridge in The Longest Journey is demonstrative of 
the suggestive use of tone and imagery : 
For his friends were flying from his visitor like 
mists before the sun.^ 
Couched in ironic language the imagery projects Agnes's 
state of unreality into which Rickie is to become enmeshed. 
The correspondence between thematic intent and figural 
language is further brought out through the images of "foggy 
morning ", "shadowy figure", "gas light", "depressing rays" in 
the scene of Rickie's decision to marry her. All of them are 
indicative of the spiritual ruin of the protagonist's self. 
To work out the concept of hostility and attraction; 
finite and infinite in A Passage to India, Forster employs the 
imagery of "earth" and "sky." The image pattern of the "sky" 
through the book undergoes rhythmic expansion in direct-
association with the central situation of the novel "to 
bridge" the gulf between East and West. A pattern suggestive 
of promise, withdrawal, and a future possibility. Beginning 
with its image of "the overarching sky," a benevolent sky that 
"settles everything" of the Mosque Section,- to the "angry 
orange" sky of the Marabar Expedition; or as reflected in the 
Mau Tank during the Ashtami celebrations: 
So that earth and sky leant towards one another, 
* Foister, op.cit.. p.6. 
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about to clash in ecstasy.' 
to the sky of the final scene that in concurrence with the 
earth's "No, not yet" cries out "No, not there." Furthermore, 
terms like "oriental", "frieze" expressed in the course of 
dialogue are assimilated into the language texture to interact 
symbolically with the narrative content. If the comment "you 
are an oriental" lays claim to the instinctual and intuitive 
approach for overcoming social and cultural barriers, then the 
English response to India as a "frieze" is responsible for 
their failure to understand the cotr^lexity and diversity of 
the Indian scene. In Maurice, the powerful sensuous imagery of 
vernal darkness, the scent of the evening primroses, Maurice's 
Bacchanalian coiffure, the brush against Alec's corduroys 
demonstrate the liberating influence of the natural on 
Maurice. 
At work in Forster's novels are symbolic places, figures, 
objects and situations that have a great directing function. 
As thematic symbols, they are not mere emblematic points of 
the writer's preoccupation with the theme. They occur in 
various context of the story to generate meanings and feelings 
in conjunction with their associative values. 
Places, buildings and names of places are a deterministic 
force in Forsterian fiction. Appropriately associated with a 
•^  E.M. Forster, A Passage to India (Harmondsworth: Penguin Books, 1979) , 
p.301. 
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principal idea they provide a framework for the novel. 
Functioning as the organizing focus of the narrative they as 
well take on the significance of the theme. The topographical 
settings of England and Italy; the three part structure of The 
Longest Journey- Cambridge, Sawston, Wiltshire; and the 
Mosque, Caves, Temple in A Passage to India give us glimpses 
into the different kinds of fictional worlds which stamp their 
pattern on the story as related and contrasted localities. 
Sawston of Where Tuigels Fear to Tread and The Longest Journey 
is the modern provincial philistia. Its bland smug forces 
represent the stifling miasma of the English middle - class 
culture and morality. In conflicting opposition to Sawston 
are Italy and Wiltshire - with their world akin to Nature 
(representing life's infinite variety), or Cambridge with its 
intellectual pursuits and honesty. In Howards End - the 
country house becomes the ideal of shelter and hospitality, 
rootedness, continuity and stability. Furthermore with its 
suggestion of the 'genius loci' or the spirit of place, it 
assumes a spiritual identity as well. Madingley Dell and 
Cadbury Rings in The Longest Journey are conceived as havens 
for spiritual experience. The towers of Monteriano in Where 
Angels Fear to Tread and Palazzo Signoria in A Room with a 
View too suggest the wide range of human experiences 
transcending from the material, the tangible and the palpable 
to the spiritual, the intangible and the impalpable. 
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The spirit of place is often associated by Forster with 
* epiphanies,•*, or the symbolic situations in which truths are 
revealed. The validity of the symbolic gesture lies in its 
power to transform. It marks a turning point in the narrative 
and in the development of the character - the experiences of 
Caroline and Philip in Gino'B house; Rickie*s at Cadbury Rings 
or Lucy's at Palazzo Signoria and Piesole. These visionary 
moments have a specific relevance to a particular character in 
a given situation. They purport to render something of higher 
or deeper significance. 
Certain characters in Forster's novels are conceived and 
developed at the level of symbols. Gino and Stephen - the 
pagans; Mrs. Wilcox and Mrs. Moore-, - the spiritual and the 
elemental; Leonard Bast and Alec Scudder - the working class; 
Mrs. Herriton, Agnes and Herbert Pembroke, Cecil Vyse, Ronny 
Heaslop - the philistines; Margaret Schlegel - the pragmatic; 
Ansell - the intellectual; Helen - the impuslive, Rickie - the 
idealist. By concentrating upon a singular aspect of these 
persons, the author invests them with symbolic dimension. This 
effects'the expansion and widening of the thematic interest. 
Dominating the narrative as thematic centres are symbolic 
objects. They function by organising the attitude of the 
characters around themselves. The novel itself does not fix 
any particular interpretation but manages to convey the 
feeling it embodies. Lilia's *baby' in Where Angels Fear to 
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Tread. elicits varied responses from different people. For 
Mrs. Herri ton it is an object of transaction; for Gino the 
child evokes a sense of possession, pride, affection and 
continuity. In Caroline and Philip the infant proclaims the 
primacy of natural bond between parent and child. Similarly, 
the * opera' in where Angels Fear to Tread. * Beethoven's Fifth 
Symphony' in Howards End, the 'child's death' at the railway 
crossing in The Longest Journey , evoke individual responses 
to reveal different layers of consciousness that compose the 
complex vision of life. 
Symbolic objects as leitmotifs gain in significance by 
association to their previous appearance. The Wiolets' in A 
Room with a View; the 'house' - Howards End with its recurring 
leitmotifs of the "ivy vine", "wych elm", "wisp of hay"; 
"Orion", "the level crossing" in The Longest Journey help to 
acquire a rhythmic expansion of thematic ideas and interests. 
In A Passage to India, the "wasp" introduced in chapter three 
progresses through the book as a recurrent idea to help guage 
characters attempt at inclusion. 
The metaphoric association of myths in Forster's novels 
carry the suggestion of a larger significance and formal 
organization outside the story. Functioning as normative 
gesture, they are both an analogy and commentary. These mythic 
approximations help in conveying the writer's meaning in 
context of the principal (thematic) demands of the novel. 
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Whether we are referring to the" equation of a unique and 
coitplex characterization of a fictional character with a 
mythic figure - Stephen with Orion, Mrs. Elliot with Cnidus 
Demeter in TJhe Longest Journey , Caroline Abbott with Endymion 
in Where Anaels Fear to Tread. Mrs. Wilcox with *Mother 
Earth*in Howards End; or transposing ancient myths as of 
'Phaethon' and 'Proserpine' in ^  Room with a View. Furthermore 
in Maurice, we have the protagonist's suggestive metamorphosis 
into a 'nature spirit' and in A Passage to India of Mrs. 
Moore's transcendence to the stature of a local goddess 
"Esmiss Esmoor.* Used in this way the .mythic suggestion 
becomes deeply interfused with the narrative structure rather 
than the transaction of a mere mythic archetype. 
As a part of fictional rhetoric, dream symbolism too 
interpolates with the central concern of the novel. If 
Maurice's adolescent dreams are a representation of his inner 
world of desire (homosexual) which affects human action on the 
conscious plane, then Rickie's dream in The Longest Journey is 
a symbolic prefiguration of the theme of continuity in the 
world of reality. Stephen not he would have children - for-his 
offsprings were condemned to "die out," whereas Stephen would 
contribute to posterity. In Where Angels Fear to Tread. 
Caroline's dream of "Poggibonizzi" as a "joyless, straggling 
place," full of pretentious people, transforms into Sawston on 
awakening; thus coalescing with the main contention of the 
227 
novelist. 
Ritual in the novels may be interpreted as an activity 
endowed with symbolic powers of transformation. Woven into 
reality of action it becomes an indispensable part. In A 
Passage to India Professor Godbole's dance sequence as a 
ritual gesture is part of the theme of all inclusive reality. 
Even the seemingly unobtrusive and irrational action of 
Margaret carrying a "wisp of hay", "a blade of grass" in 
Howards End is carefully worked out. The gesture not only 
evokes the image of Mrs. Ruth Wilcox but as well signifies 
Margaret as the rightful spiritual owner of the house. 
The attempt to classify the themes and symbols is a 
conscious effort to render systematically and comprehensively 
the narrative design. Within the infrastructure of the novels, 
Forster seems to have evolved a pattern of symbolic 
interpenetration with themes. The probing analysis reveals the 
tendency of the thematic movements and the chief symbols to be 
in concurrence with each other. Interpenetrating at different 
levels they act supportive to the intention of the novelist. 
This interdependence and correspondence-becomes a referential 
point in the understanding of the novels. 
As observed from the examination of the individual 
novels, places and characters vie for primacy of intent. In 
Where Angels Pear to Tread. Howards End and A Passage to 
Indis, place becomes the nerve centre onto which the thematic 
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movement converges. If in Where Angels Fear to Tread the 
central theme of perception and awakening is highlighted 
through the use of a central metaphor of place - in this 
instant a country (Italy), then in Howards End. Forster 
instead of choosing a wider canvas endows figurative and 
symbolic depth to a particular locality, a single unit - the 
house. However, in A Passage to India, the Howards End motif 
expands to embrace a larger landscape of limitless 
possibilities. The complexity and diversity of the Indian 
panorama serves as the elusive ethnic backdrop. The Longest 
Journey. A Room with a View and Maurice, progresses along 
familiar lines with a shifting of focus from place to 
character. The thematic movement in the above mentioned 
novels, begins from the epicentre outwards. The focal point 
being the person of Rickie Elliot, Lucy Honeychurch and 
Maurice respectively. As metaphors of 'self these Forsterian 
protagonists move from experience to experience in quest for 
self- knowledge and final realization. 
Preoccupied with these thematic movements, Forster 
dexterously interwfeaves into the central thematic symbols all 
subsequent themes, symbols and leitmotifs, which penetrate 
into the narrative fabric and mould it into the conclusion 
that the novel demanded. Nature as one of the most prominent 
symbols gets linked occasionally with the characters and at 
other times forms a backdrop for all actions and themes. Thus 
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the distinction of Forster's novels lies in the union of 
themes and symbols, method and message, art and life in their 
attempt to achieve perfection. 
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